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S e 
Sheriff è una poltrona di alta classe, è un 
prodotto di qualità realizzato dalla ISA 


su disegno dell’architetto Sergio Rodriguez. 
La poltrona Sheriff è stata premiata alla 4* 


mostra selettiva e concorso internazionale 
del mobile. | cuscini a sella in pelle di 
vitello, le cinghie in cuoio a tensione rego- 
labile, lo speciale cavalletto in noce, fanno 


di Sheriff una poltrona veramente comoda, 
di linea nuova, una linea morbida fatta 

per accogliervi. Sheriff sarà la vostra amica. 
l'amica del vostro riposo. 
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ISA Ponte San Pietro Bergamo 
telefono 61122 


non è così 


che si completa 


una casa... 


... ma con le sue apparecchiature 


igienico-sanitarie 

in vitreous-china e fire-clay 
<GI GINO; 

che assolvono completamente 
la loro funzione igienica 
unendo, 

alla perfezione tecnica, 

una linea 


di indiscussa eleganza. 


Ceramica SCALA s. p. a. Pordenone 


SCHWARTZ 
HAUTMONT 


ossatures 
murs 
fenétres 
sont liés entre 
eux comme 
ies maillons 
d'une chaîne 
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entreprise générale 
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travaux publics - béton armé 
maconnerie 

constructions métalliques 
menuiseries métalliques 
appareils de levage 
manutention mécanique 

tòlerie - chaudronnerie - peinture 


cabines climatisées monobloc 


Siège Social et Salle d'Exposition : 
38, rue du Hameau - PARIS-15° - LEC. 21-89 + 
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MISE 2.1 


u.@CC0, guardate: “scatta”... 
un colpo d’occhio: 
la DATA il GIORNO l’ORA ESATTA 


DATOR o 


l'orologio-calendario DATOR 5, che unisce 
qualità meccaniche d'eccezione al- pregio 
della linea, darà più “ritmo” al Vostro la- 
voro e un più alto prestigio ai Vostri uffici 


a 
£ 
3 
2 
E. 
® 
> 
R 
N 
c 
0, 
Dì 
DI 


orologerie ) È UDINE MILANO 


STO Via Visconti di Modrone, 19 


Via Chiusaforte, 4 tel. 795.44 
i ’ È .445 
e apparecchi MEP, nai LUI Tel. 54.551/2/3. ROMA 
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elettromeccanici ® i 
Via Nomentana, 251 
tel. 863.220 
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herman miller col 


AI problema della massima utilizzazione dello spazio, 
George Nelson ha risposto con un gruppo di elemen- 
ti e piani di lavoro intercamblabili chiamato COM- 
PREHENSIVE STORAGE SISTEM. Sull'elemento ba- 
se (montante in alluminio anodizzato naturale o colo- 
re canna di fucile) possono essere installati gli ele- 
menti rispondenti alle più svariate esigenze per uffi- 
ci, sale da conferenza, soggiorni, camere da letto, of- 
fices, ecc. La C.S,S. può essere installata a centro 
locale come divisorio o accostata alla parete o fissa- 
ta alla parete. Nei primi due casi i montanti sono a 
pressione tra pavimento e soffitto a tutt'altezza; al- 
trimenti con montanti a altezza variabile, appoggiati 
al pavimento e fissati a mensole applicate al muro. 


comprehensive storage system 


ESCLUSIVISTI ICF 


L'intero sistema è basato su un modulo di 80 cm 
Una volta installata gli elementi a complemento pos- 
sono essere aggiunti o eliminati senza che l'installa- 
zione base debba essere rimossa. Tutti i componenti 
possono essere piazzati sull'intera altezza del mon- 
tante: non vi sono punti determinati che impe ygono 
posizioni obbligatorie. La C.S.S. prevede piani, anti- 
ne scorrevoli, tavoli cassetti, mobiletti per giradischi, 
mobiletti bar, scrittoi a ribalta, mobili per archivio a 
cassetti e a giorno, piccole toilette, lavagne, ecc. Le 
quattro fotografie illustrano alcune delle soluzioni per 
casa e ufficio risolte con eleganza, linearità e funzio- 
nalità. 


AMBIENTI - c, mobello, 58/52, t. 84049 - SANREMO 
ARCON - v, della scrofa, 104/108 - t. 651120 - ROMA 
ARSEO - galleria 80° fanteria - tel, 802 - MANTOVA 
ARSEO - via stella, 17/B - telefono 48800 - VERONA 
CANETOLI - v, castiglione, 4. t, 234632 - BOLOGNA 
CANETOLI - corso duomo, 24 - tel. 38178 - MODENA 
DE PADOVA - v. m, napol., 10 - t. 708877 - MILANO 
DE PADOVA - v. s. teresa, 15, t, 511879-94 - TORINO 
DOMUS LINEA, v. XX sett., 220/R, t. 561238, GENOVA 
DRAGONI - via masone, 3 - telef. 34077 - BERGAMO 
GABBA - telefono 36798 - BAGANZOLINO (PARMA) 
INTERNI via dell'artigliere, 8 PALERMO 
INTERNI - v. c. poerio, 99/100 - t, 392968 - NAPOLI 
LA CASA D'OGGI - v. maria,, 12/18, t. 23817 - RAVENNA 
LANARO - via altinate, 16/C - tel. 34660 - PADOVA 
LANARO t c.so s, felice, 58 - tel. 32617 - VICENZA 
LEVI - via saraceno, 20 - telefono 34959 - FERRARA 
MIXING - v. dei pescloni. 8/A, t. 282755 - FIRENZE 
STILE - viale venezia, 42 - telef, 55345 - BRESCIA 
TABARELLI - v. stazione, 1 - tel. 27170 - BOLZANO 
TRE AR - c. vittorio emanuele, 145 - t. 13347 - BARI 
VATTOLO - via cavour, 1/7 - telefono 3688 - UDINE 
ZINELLI & PERIZZI - v. mazz., 31, t. 37567 - TRIESTE 
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te soluzi 
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4 esempi x inf. 


ICF - International Furniture Company MILANO - VIMODRONE 


s.s. padana superiore 172 - phone 2899841-2-3-4 


Primalith nelle tinte 


giallo, verde, rosato e blù 


D« ce ermeeenee 
TIERIIIZIRIZIIARIA) MA 


PeiMalith Q. 2910 - cm. 29x29 x10 - pesc Kg. 7.100 
anche nel tipo ora 


Primalith Q. 196 - cm 19,3x19 


anche nel tipo [i ciora 


3x6 - peso Kg. 2.300 


Un mattone sopra l'altro ed ecco 


una grande vetrata. 


Il mattone di vetro “Primalith,, a came- 
ra d'aria rarefatta saldato a fuoco per- 
mette la realizzazione di “muri e tavo- 
lati traslucidi,, 


Il tipo Colora (quattro tinte pastello: 
giallo, verde, rosato e blu) consente di 
effettuare composizioni cromatiche, 


Il “Primalith, Solaio nei lucernari eli- 
mina l'inconveniente della condensa e 
dello stillicidio, 


Primalith Q. 228 - solaio 
cm. 22x22x8 - peso Kg. 3.700 


Primalith 1426-6 - rettangolare 
im. 14x26x6 - peso Kq. 2300 


nche nel tipo [i cciora_ 


Fabbrica Pisana 


SAINT-GOBAIN 


Ufficio vendite: Milano - c.so Europa 18 
telef. 780,441/5 


Agenzia: Roma - via C. Balbo 35 
telef. 462.857/3 


per coperture anticondensa antistillicidio 


ERTLI 
SANT ANDREA 


IL 
BRUCIATORE 


SILENZIOSO 


BRUCIATORI DOMESTICI 
OERTLI - SANT'ANDREA 
ASSOLUTAMENTE SI- 
LENZIOSI, COMPLETA- 
MENTE AUTOMATICI A 
POLVERIZZAZIONE MEC- 
CANICA PARTICOLAR- 
MENTE INDICATI PER 
PICCOLI, MEDI E GRAN- 
DI IMPIANTI DI RISCAL- 
DAMENTO. 6 TIPI DI DI- 
VERSA POTENZIALITÀ 
DA UN MINIMO DI 18.000 
Cal/h AD UN MASSIMO 
DI 1.360.000 Cal/h. 


BRUCIATORI INDU- 
STRIALI  OERTLI - SAN- 
T'ANDREA A POLVERIZ- 
ZAZIONE MECCANICA 
CON CONTROLLO FIAM- 
MA A CELLULA FOTO- 
ELETTRICA INCORPORA- 
TA, CON PORTATA DA 50 
A OLTRE 1000 Kg/h DI 
NAFTA. ADATTI PER CAL- 
DAIE AD ACQUA ED A 
VAPORE DI QUALSIASI 
TIPO E POTENZIALITÀ E 


CERTLI 
SANT'ANDREA 


BRUCIATORI 
INDUSTRIALI 


PER FORNI INDUSTRIA- 
LI IN GENERE. NELLE 
VERSIONI: MANUALE, 
SEMIAUTOMATICA,  AU- 
TOMATICA A MODULA- 
ZIONE DI FIAMMA. PER 
OGNI APPLICAZIONE 
TERMICA UN BRUCIATO- 
RE ADATTO 


CALDAIE IN GHISA PER 
RISCALDAMENTO AD AC- 
QUA CALDA, DI ELEVA- 
TO RENDIMENTO PER 
FUNZIONAMENTO A NAF- 
TA ED A CARBONE. PRO- 
DOTTE NELLE MODER- 
NISSIME FONDERIE 
DELLA SANT'ANDREA 
NOVARA SU LICENZA 
DELLA DITTA SVIZZERA 
VON ROLL DI KLUS IN 
DUE TIPI; CON POTEN- 
ZIALITÀA DA UN MINIMO 
DI 14.300 Cal/h AD UN 
MASSIMO DI 65.000 Cal/h. 


(O 


SANT'ANDREA 


N ati DR 


OERTLI - ANTICORR, DI- 
SPOSITIVO BREVETTATO 
CHE PROTEGGE LE CAL- 
DAIE DALLA CORROSIO- 


“NE ASSICURANDONE IL 


COSTANTE  RENDIMEN- 
TO. ELIMINA LA FU- 
LIGGINE ALL’USCITA 
DAL CAMINO. PUÒ ESSE- 
RE ACCOPPIATO A QUAL- 
SIASI TIPO DI BRUCIA- 
TORE DI NAFTA CON 
POTENZIALITÀ COMPRE- 
SA TRA 30 E 250 Kg/h. 


OERTLI 
ANTICORR 


O Y ARA OFFICINE MECCANICHE E FONDERIE S.p.A. 


AGENZIE Di VENDITA E SERVIZIO ASSISTENZA IN 
CATEGORICA ED ALFABETICA: BRUCIATORI DI NAFTA. 


TUTTA ITALIA. CONSULTATE IL VS, ELENCO TELEFONICO ALLE VOCI 


677779777758 


SERRAMENTI 


ERNIA 


Non solo un nuovo modello di 
macchina per scrivere elettri- 
ca, a spaziatura differenziata, 
ma soprattutto la macchina per 
la bella scrittura, per la calli- 
grafia del nostro tempo: la 
perfezione tecnica si esprime 
qui anche in una forma com- 
piuta; ed una eccezionale ca- 
pacità di rendimento accompa- 
gna l'eleganza di ogni lettera, 
rigo e pagina scritta dalla 
Olivetti Raphael 


Nastro di polietilene - Incolonnatore 
automatico - Incolonnatore di ritor- 
no - Interruttore di sicurezza - Rul- 
lo amovibile - Tasto automatico di 
tratteggio e sottolineatura - Mar- 
ginatore elettrico automatico - Re- 
golatore dell'intensità di battuta - 
Carrozzeria a pannelli ribaltabili. 


Olivetti Raphael 


picca 


‘arredamenti 
| per 
l’illuminazion 


‘roma 


via tiburtina 1000 
via milano 24 


DIVISORIE INTERNE MOBILI 
«DIVOR) ANACUSTICHE <«<CURTISA» (Brevettato) 
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SEDE E STABILINENTO: 


BOLOGNA - VIA C. RANZANI, 16 


st 23.38.55 (4 Linee) 
Tutti i sistemi SIENA 


di chiusura 


in alluminio e acciaio 


Altimani non solo offre clichés, ma servizi: 
che si inseriscono nella vita grafica, grazie 
alla costante collaborazione dei suoi tecnici, 
che aiutano alla migliore formulazione dei 
quesiti e all’utilizzazione dei risultati. 
L’editore, il grafico, il tipografo, i ministeri, 
le università, gli istituti scientifici, gli istituti 
di credito, le scuole, i servizi pubblici, le 
industrie meccaniche, elettriche, metallur- 
giche, chimiche, tessili, alimentari, i servizi 
di pubblicità e stampa sono alcune delle 
categorie e degli enti cui è destinato il 
contributo dei clichés Altimani. 


Altimani cliché 


milano - via monviso, 41 
tel. 344,137 - 344,138 - 344.139 - 344.170 


conegliano veneto (ITALIA) 


IERI*OGGI*TUTTO-SOLO ZOPPAS 


e un foglio d’acciaio 

e un colpo di pressa 

e una vasca da bagno 
in 13 colori 

e per ogni esigenza 
dell'arredamento 
moderno 
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S.p.A. PROFILATI A FREDDO BROLLO 


Viale Fulvio Testi 49 (prolung. Viale Zara) Cinisello- Balsamo - Milano 
Rete di Milano: 2476746 - 2476588 - 2476529 - 2476597 Rete di Cinisello: 9289281 - 9289282 - 9289283 - 9289284 


La più grande fabbrica italiana di PROFILATI A FREDDO è in grado di fornire tutti | tipi di profilati a freddo 
per tutti i settori dell'industria, ed è lieta di comunicare che, dal primo Gennaio 1962, si produrranno anche 
i PROFILATI A FREDDO BROLLO saldati, nel nuovo stabilimento di Desio (Milano). 
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Lama - Tel. 54020 


Via 
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"Rage 


entità a i 


IO ITANICATE 


TANN RIURSI 


UN GIOCO | 
A COMBINAZIONI 


con i serramenti del 
SISTEMA VANOFINESTRA SECCO 
una gamma infinita di combinazioni 

per la moderna architettura. 


VE 


SISTEMA VANOFINESTRA 


ALDO SECCO & FIGLI - TREVISO - S. TROVASO - TELEFONO 21.845 (3 linee) 


STUDI! per la migliore progettazione e per il mi- 
glior disegno industriale 


STUDI per l'applicazione dei più razionali metodi 
produttivi 


STUDI per la meccanizzazione dei trasporti 


STUDI per il controllo dei materiali e delle appa- 
recchiature 


STUDI per il rinnovo degli impianti 


STUDI per la preparazione e l’utilizzo dell’uomo 
nelle migliori condizioni ambientali. 


Un’ azienda che produce per la società re- 
candovi un contributo di progresso. 


INDUSTRIE ZANUSSI - PORDENONE 


frigoriferi televisori lavatrici cucine 


Zanussi pubbliche relazioni 
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PROP. CM/ 27 


CARRARA «< MATTA s.p.1. 


Via ©. Vigiiani 24 - TORINO (Italy) 


| 
| 
| 
oggi si costruisce 
: ‘* Solomatic ,, 
ro 


‘ Luxaflex,, 
pacchetto 
scorrevoli 


2 ‘* Principe ,, e 
‘* Standard ,, 
x i porte a bilico 
., ? 7 per garages 
5 (ne e] N 


‘ Alu-Color ,, 


persiane PE 
‘ avvolgibili 


' Parisol ,, pareti mobili 
divisore per Uffici, Labora- 
tori, Ospedali ecc. 


‘* Carda ,, serramenti a bi- 
lico in legno e legno più 
anticorodal all’esterno 


endoni da 
sole, tende 
‘Italia ,, 


Persiane 
avvolgibili 

in legno 

‘La Rondine,, 


Tende 
È oscuranti 
Società per azioni GRIESSER - Como-Camerlata 
Italiana Manifatture Tel. 52.913 (4 linee) 
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LAMPADARIO A GOCCE NELL'AEROPORTO DI 


VENINI 


MANCHESTER 


VENINI— FONDAMENTA VETRAI 50 
VENINI— VIA CONDOTTI 59 
VENINI—VIA MONTENAPOLEONE 9 
VENINI—RUE ROYALE 10 

AUGUST WARNECKE—JOHNSALLEE 30 
FINMAR— 26 KINGLY STREET 
INDOOR — PAULUS POTTERSTRAAT 22 
SOLAND— GENFERSTRASSE 11 
KALMAR — PIARISTENGASSE 6-8 
ALTAMIRA — 125 EAST 55 STREET 


MURANO 
ROMA 

MILANO 

PARIS 
HAMBURG 
LONDON WI1 
AMSTERDAM 
ZURICH 
WIEN 8 

NEW YORK 22 


ETRERIA VISTOSI - SAN LORENZO - MURANO - VENEZIA (ITALIA) - TEL. 39.165 - TELEGRAMMI: VISTOSI MURANO 


Una tecnica d’avanguardia 


Riello presenta oggi, nel campo degli impianti per la combustione della 
nafta, una novità assoluta per l’Italia e per l'Europa: serie di bruciatori a 
bassa pressione autoaspiranti senza pompa (*) sistesi perfetta di appa- 
recchi già sperimentati da anni e di un ritrovato assolutamente nuovo, 
frutto di lunghi studi e di una tecnica sempre all'avanguardia. 


(*) Brevetto Riello - Licenza Brevatome 


{ bruciatori Riello autoaspiranti senza pompa sono 
dotati di uno speciale alimentatore, che consente 
all'apparecchio di aspirare il combustibile, nella quan- 
tità strettamente necessaria per il funzionamento, 
direttamente dalla cisterna o dal deposito, quando 
questo si trovi in posizione sottostante rispetto al 
bruciatore. Con tale sistema viene di gran lunga 
semplificato l'impianto di alimentazione, che può es- 
ser realizzato evitando i complessi e costosi sistemi 
di sollevamento, indispensabili per portare la nafta 
al serbatoio di servizio. 


RIELLO mette a disposizione una gamma completa di bruciatori per ogni applicazione 
termica: 

bruciatori a bassa pressione autoaspiranti senza pompa: economici, pratici, 
sicuri - bruciatori serie ‘“Comfort‘ a polverizzazione meccanica, in sei modelli, assolu- 
tamente silenziosi, con portate da 10 a 130 Kg/ora - bruciatori a coppa rotativa per 
applicazioni industriali, con portate fino a 2.700.000 Cal/ora. 


RIELLO 


b ; LI Î 
È dò : Se desiderate ricevere, senza alcun impegno da parte vostra, la visita di un tecnico specia- 


lizzato per un sopralluogo 'o per un preventivo di spesa, telefonate all'Agenzia Riello della vo- 
stra città; il Servizio Tecnico Riello è sempre a vostra disposizione. 


ALUSADI 
ECHOSTOP 
FIBROSADI 
METALSADI 


PLACOPAN 
RAPID 
LUMINSADI 
DEKORA 


sadi 


BERNINI 


È il mobile moderno che esalta nei suoi modelli l'ingegno creativo dei migliori specialisti italiani. È l'industria 


che impegna il suo patrimonio tecnico e la sua sensibilità culturale al servizio di un'architettura di qualità, per 
tutti i problemi dell'ambientazione interna. 


G. B. BERNINI e Figli - Milano - Via Cefalonia, 9 - Tel. 30.52.65 
esposizione: Ambienti - Galleria Passerella, 2 - Tel. 78.02.85 


Licenziataria per la Francia : 


Formes Nouvelles - 22 Boulevard Raspail, Paris, 7° - Téléphone: LITtré 48-43 et LITtré 09-34 


Modello Wassily. Marcel Breuer ha disegnato questa poltrona clla Bauhaus nel 1925. Wassily Kandinsky volle il primo esemplare per la sua casa a Dessau. 


GAVINA 


Bologna San Lazzaro di Savena e Via Altabella 23 Milano Via Manzoni 21 e Via Cerva 46 


CUCINA : DISEGNO ARCHITETTO VITTORIO ROSSI 


MOBILINDEX e INDUSTRIA PER LA PRODUZIONE DEL MOBILE CONTEMPORANEO e DOSSON DI CASIER TELEFONO 33660 TREVISO ITALIA 
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da Alvar Aalto 
dall’Appia 

su licenza Artek 
Helsinki 


lampade disegnate 
prodotte in Italia 
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via bertani, 8 - milano - tel. 335.509 - 342.698. 


un funzionale complesso di uomini — 
e macchine ni 
completamente attrezzato per realizzare 
i .la stampa 
con i più moderni criteri industriali . 


RISOLVETE 
IN TEMPO ( i 
E RAZIONALMENTE | |{°‘’ IL PROBLEMA DELLA 

DISTRIBUZIONE “AI SERVIZI DI 
ACQUA CALDA MISCELATA AUTOMATICAMENTE 
A TEMPERATURA COSTANTE. 

PREVEDETE, IN FASE DI PROGETTO, L'INSTALLAZIONE 

DEL MISCELATORE ISOMIX 


IL MISCELATORE ISOMIX VIENE IMPIEGATO: PER L'ALIMENTAZIONE DI DOCCE, LAVABI, BIDET, VASCHE, 
LAVELLI, ACQUAI PER CUCINA, IN ABITAZIONI PRIVATE, ALBERGHI, COLLEGI, SCUOLE, OSPEDALI, STABILI- 
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Le Corbusier a Firenze 


Carlo L. Ragghianti 


Non posso celare la commozione che mi ha preso al trovare riuniti nelle sale del 
Palazzo Strozzi i documenti di sessant’anni di lavoro di Le Corbusier. Sessant’anni 
possono essere una vita, per Le Corbusier sono stati una lunga vita o molte vite 
in una, per la moltiplicazione del suo genio. Ma quel che colpisce è di vedere un 
uomo, un artista al quale il passato non pesa, e che dall’abbraccio della sua vita 
e della sua opera in una recapitolazione sintetica, come quelle che è andato facendo 
negli ultimi anni, ricava, è chiaro, impulsi e motivi nuovi che vanno ad integrare 
o ad ampliare ancora un ciclo di attività già immenso e che ha identificato con se 
stesso tanta parte dell’architettura e della cultura contemporanea. 

Chi si trova, come storico o come artista, ad avere alle spalle già più di trent’anni 
di lavoro e prova a ripercorrerlo criticamente, sa bene quanto questo risalimento 
possa costare, sa bene la distanza tra aspirazioni o programmi e realtà effettuate, 
ricorda la fatica del meglio e le inadempienze, mentre anche ogni conquista trova 
nella memoria la compagnia delle delusioni, degli errori. E perciò dev'essere pro- 
fondamente colpito da un ciclo come questo di Le Corbusier, che nella sua rara 
gittata ha tanto di positivo, rappresenta una tanta aggiunta al patrimonio delle 
esperienze umane ed artistiche. 

Non credo, con questo, che Le Corbusier sia un soddisfatto, nè che lo sia stato mai: 
sino all’ultimo messaggio dell’ottobre 1962 si sente nelle affermazioni appassio- 
nate, negli assiomi rigorosi e martellati, nella stessa polemica come sempre dura, 
il fondo di una ricerca ansiosa, l’inquietudine che, se è propria di ogni uomo di co- 
scienza, è tanto più grande nei grandi uomini ai quali genio e lavoro hanno dato 
responsabilità più grandi, che sempre sono state pagate dal tormento, dalla tensione 
etica e dall’intensità problematica su cui soltanto sorgono le liberazioni, i chiati- 
menti, le visioni nuove, e per esse gli ampliamenti della vita interiore degli uomini 
cadelloesocieraì 

Penso che la cultura, e più specialmente l’architettura italiana dovessero questa 
manifestazione di omaggio, che si prepara, a Le Corbusier. Perchè se riandiamo la 
storia della vicenda dell’architettura moderna italiana, dall’edificio pet la ELE 
dell'ingegner Matté Trucco (chissà perchè così poco valutato, a torto) e dal 
«gruppo dei 7 » al « Movimento italiano di architettura moderna », alla prima e 
alla seconda mostra di architettura razionale o funzionalista (1928 e 1931) organiz- 
zate da Bardi, e poi all’attività artistica e intellettuale di Giolli, Pagano, Persico, 
Terragni, sino al « Programma di architettura » formulato su « Quadrante » del 1933 
da Bottoni, Cereghini, Figini, Frette, Griffini, Lingeri, Pollini, Banfi, Belgioioso, 
Peressutti e Rogers, dobbiamo obbedire all’evidenza delle prove, e constatare che 
architettura ed urbanistica italiana, in questo primo periodo di emersione e di espan- 
sione, dopo e contro il secessionismo e quindi il neoclassicismo o meglio neo- 
empire del « Novecento », non sarebbero comprensibili fuori della connessione 
nettamente prevalente con la tematica, sia dottrinale che formale, di Le Corbusier, 
Cc sia pure assunta attraverso varie mediazioni europee, specie germaniche. 

L vero che la presenza attiva di Le Corbusier è ormai, dal 1924, una presenza mon- 


diale, si può dire determinante per la cultura e per il linguaggio architettonico in 
molti settori e paesi, e in altri agisce anche attraverso le contrapposizioni dialet- 
tiche o le reazioni che suscitano teorie ed opere. Ma tale presenza è particolarmente 
forte nella generazione di architetti italiani che iniziarono, dal 1926 in poi, c senza 
intendere di rinunciare alla personalità e indipendenza del loro contributo, la ri- 
vendicazione di un’architettura che finalmente, anche in Italia, fosse un’architet- 
tura per l’uomo e per la società moderna, contro ogni residuo di eclettismo, di 
decorativismo, di retorica monumentale, di combinazione estetizzante, di nazio- 
nalismo, di tradizionalismo non solo stilistico ma strutturale, di conservatorismo o 
reazionarismo sociale nella concezione e nell’attuazione urbanistica ed edilizia 
(tradizionalismo implica un’organizzazione della produzione, della tecnica e del 
lavoro propria di una società precapitalistica o di nascente capitalismo, funziona- 
lismo implica un’organizzazione della produzione, della tecnica e del lavoro pro- 
pria di una società industriale progredita, qualificata nel possesso degli strumenti 
e nella responsabilità operativa). 

Il mio caro Bruno Zevi ha sottolineato esattamente le relazioni dell’architettura 
« razionale » italiana con Le Corbusier, e questo era necessario fare, essendosi in 
progresso smarrito assai questo nesso essenziale, anche se non unico. Nel fatto, 
la storia della critica italiana su Le Corbusier mostra, sintomaticamente, che la sua 
architettura ha, sino al 1925, quasi unicamente per filtri Piacentini e Papini, non 
incomprensivi nè combattivi, ma ovviamente devianti il significato dell’architetto 
verso i fattori tecnici e costruttivi o macchinistici. Bisogna aspettare il 1928 per 
vedere esplodere un folto gruppo di scritti di Giò Ponti, di Rava, di Samonà, 
soprattutto di Sartoris; anche nel libro intelligente del Vitale sull’estetica dell’ar- 
chitettura si fa posto alle teorie di Le Corbusier, con spirito obbiettivo. Parallela- 
mente Le Corbusier, data anche la sua fama, viene assunto dai sopravviventi futu- 
risti, per l’idea della città e i grattacieli, come uno dei loro, e peggio ancora come 
« continuatore » di Sant'Elia. Sono ormai gli anni della polemica aperta, che però 
non impedisce l’ingresso di Le Corbusier nell'impresa ufficiale della cultura fa- 
scista, Enciclopedia Treccani (1933). Chi legga il libro così vivo e interessante di 
Giulia Veronesi, « Difficoltà politiche dell’architettura in Italia 1920-40 », può mara- 
vigliarsi un poco, perchè, malgrado l’aderenza alla cronaca, si viene a sapere assai 
meno di quel che si vorrebbe sugli orientamenti intellettuali ed artistici dei primi 
gruppi e dei primi protagonisti della nuova architettura, e il nome di Lo, Corbusier 
ricorre di rado e incidentalmente. Questo può essere dovuto all’ipotesi di super- 
fluità di richiamare un precedente notorio, ma ormai a tanta distanza dalla prima 
produzione « razionale », dispersa e tutt’altro che ben presente (sarebbe provvida 
una raccolta di documenti), risultava tanto più necessario sottolineare la relazione 
che si può considerare originaria. i | 
Zevi fa l'esempio dell’architettura « razionale » per rilevare che l’estetica e la cri- 
tica italiana di quel tempo costituirono, proprio per l’accettazione del principio che 
l’espressione artistica non è condizionata a forme, sistemi, linguaggi, poetiche uni 
laterali, una remora al riconoscimento dei valori etico-sociali ec formali dell’archi- 
tettura moderna, nella lotta che questa sosteneva col passatismo. E vero ma, credo, 
se si aggiungono alcune osservazioni integrative, che pongo qui nella forma di una 
testimonianza da parte di uno che ha conosciuto e seguito la vicenda, senza po- 
tervi partecipare per ragioni che direi di forza maggiore. 0 
Sta di fatto che il neo-ruskinianesimo congiunto agli schemi di visibilità del psi- 
coformalismo woellfliniano e ad alcune formulazioni generali derivate dal primo 
Croce non investirono se non marginalmente, in Lionello Venturi, l'architettura, 
nè antica nè moderna. Peraltro, a parte la sua costante attenzione al OO 
culturale europeo contemporaneo, è probabile che uno stimolo preciso a sa 
rare i fenomeni architettonici attuali gli venisse dalle relazioni col Gualino, È e 
nel 1928 aveva fatto costruire a Pagano e a Levi Montalcini il SI 1 safe C ne 
è tra le primissime realizzazioni della nuova architettura in Ita È altronde To- 
rino era allora la città industriale più avanzata, stava sorgendo il panorama peri- 


ferico delle fabbriche funzionali, c’era soprattutto l’esempio, già dal 1926, del 
grande complesso FZA7, esemplare. Bruno Taut (e per esso fors’anche Mendel 
sohn) e in generale l’architettura germanica degli anni postbellici dovettero richia- 
mare maggiormente l’attenzione, e si vede anche da alcuni disegni di Pagano: 
questo si ricava dalle citazioni ricorrenti nei saggi prevalentemente «torinesi » 
scritti intorno al ’33 e pubblicato poi nel volumetto « Dopo San? Elia » a cura della 
rivista «Domus » nel 1935, dove, si noti, le posizioni più aperte sono quelle di 
Matteo Marangoni e di Carlo Levi (oltre al Pica, alla Pacchioni, al Pasquali, na- 
turalmente), mentre il Venturi nei riguardi di Le Corbusier è limitativo, soprat 
tutto quanto alla « poetica » e ai programmi, Pagano addirittura è già polemico, e 
non mancano altrove punte critiche verso lo stardard ed altre formule lecorbusiane 
di allora. Comunque lo spirito cosmopolita e liberatore che animava il « gruppo 
dei sei », e con loro Persico, negli anni 730, impegnava certamente anche il Venturi, 
che tra l’altro proprio allora stava avanzando le sue rivendicazioni dell’impressio- 
nismo, accompagnate dalla negazione artistica del cubismo, di cui peraltro, credo 
per primo, affermava la paternità formale dell’architettura moderna, con un errore 
storico che dura anche oggi. 

Marangoni e Venturi sono due episodi, e anteriori al 1933. Ma Zevi deve conside- 
rare che l’architettura, antica e moderna, è estranea ancor oggi, ec vistosamente, 
dagli interessi di interi settori della critica d’arte, malgrado il superamento di que- 
sto persistente e parziale estetismo, avente per corrispettivo un ottuso speciali- 
smo, che Zevi mi riconosce con l’articolazione di una nuova linguistica e di nuove 
modalità di ricostruzione dei processi estetici, che unificano provatamente ogni 
produzione artistica, spettacolo e cinema compresi. Di più, per cercare nella no- 
stra critica pagine illuminanti anche per capire l'architettura moderna, bisogna fare 
spesso ricorso a libri o saggi, non frequenti, d’interpretazione dell’architettura del 
passato, da quella bizantina (Bettini) a quella del rinascimento italiano o del Pal- 
ladio (Pane): ed è significativo, allora, riscontrare come molte risorse critiche de- 
rivino dalla conoscenza degli scritti di architetti moderni, da Wright a Le Corbu- 
sier, da Loos a Van de Velde, proiettati sull’architettura antica, e lo stesso Zevi 
ne è un esempio. 


Non mancavano dunque, e non mancano, gli strumenti di comprensione. Biso- 
gna vedere perchè non furono esercitati in quel periodo, non almeno con l’am- 
piezza e la forza che sarebbero state, senz'altro, utili e desiderabili. La bibliografia 
di quanto è stato scritto in Italia su Le Corbusier sin dagli anni immediatamente 
posteriori alla prima guerra mondiale (che ho fatto raccogliere nel volume sul- 
l'Opera di Le Corbusier in occasione della sua mostra in Palazzo Strozzi a Firenze 
nel febbraio 1963, a cura degli architetti Italo Insolera, Alberto Samonà e Luisa 
Fenghi), prova che non mancò in Italia un vasto dibattito che s’identificava in 
gran parte con la polemica pto e contro l’architettura moderna. Appunto, pole- 
mica: non fu questo però, o non fu solo questo il motivo della mancata o scarsa 
partecipazione della cultura crociana, o più in generale della cultura dello stoti- 
cismo, ma il carattere specifico che ebbe a lungo quella polemica, di cui ho pat- 
lato anche nel mio saggio su Sant'Elia. Non si può giudicare con esattezza, se non 
si tiene il debito conto che l’architettura razionale, come già prima l’ipotesi di 
architettura futurista, si presentava come la vera, l’autentica architettura del regime 
fascista, aspirava secondo le ideologie del momento ad assumere il ruolo di «atte 
di stato », € che la medesima affermazione e la medesima pretesa erano formulate 
dall architettura eclettico-professionale-accademica che intendeva reincarnare la 
«romanità ». Data questa identificazione così premessa e affermata sul piano po- 
litico, come entrare in quella lotta tra diversi gruppi che rivendicavano, anche in 
termini accesi, d’essere i soli e veri depositari del fascismo, che ricorrevano bi- 
zantinamente alle supreme autorità politiche e al « duce » istesso per vedere rico- 


nosciuta tale prerogativa, da parte di chi, anche nella cultura e non soltanto nella 
cultura, combatteva il fascismo in tutte le sue manifestazioni, ed anche negli equi- 
voci e nei compromessi corruttori ? 

Ecco, era questa, veramente, un’altra « difficoltà politica dell’architettura mo- 
derna », da aggiungere a quelle che ha narrato la Veronesi, anche se, indubbia- 
mente, non valse per il solito numero dei più. Non ho nessuna intenzione di im- 
mettere in un saggio critico delle note autobiografiche, ma in quanto questa testi- 
monianza può contribuire ad accertare meglio quella situazione, aggiungerò che 
in quel periodo la cultura pubblica, e in specie quella che intendeva avere inci- 
denza sull’attualità, se voleva intervenire, doveva comunque o stabilire rapporti 
diplomatici col fascismo, tramite il vecchio conservatorismo che s'era «inserito » 
(secondo un termine di allora), o addirittura tentare di investire il fascismo dandogli 
un contenuto: fu il tentativo del’ Gentile e del suo gruppo, il più rilevante, anche 
esso alla fine sfortunato, ed è interessante notare la sua precisa affinità con quello 
degli architetti razionalisti. Dopo il 1925, le leggi eccezionali e lo stabilimento dello 
stato totalitario, non esiste altra possibilità, fuori dell'opposizione aperta e com- 
battente, che quella di organizzarsi in caste o gruppi di interessi o di volontà, me- 
diati dal partito unico e nel partito, che tra l’altro teorizza il sistema come sintesi 
superatrice delle forze in atto. i 

Il periodo di cui parliamo sta tra il 1928 e il 1933, data del « giro di vite » alla cul- 
tura con l’imposizione del giuramento di fedeltà al regime per tutti i docenti, pub- 
blicisti, giornalisti, scrittori di professione, esercenti ogni professione intellettuale 
o tecnica. Se fino a quel momento si può parlare di una residua elasticità nell’eser- 
cizio della cultura, facilitata dall’incultura dei gruppi dirigenti fascisti ed in parte 
anche dalla opportunità politica imposta, nella fase di consolidamento del nuovo 
regime, da necessarie e non sempre omogenee alleanze coi provenienti dal passato 
regime, dal 1933 la situazione s’indurisce, sino all'istituzione del Minculpop (Mi- 
nistero della cultura e della propaganda). E così, per un esempio, il Venturi, tol- 
lerato come già nazionalista, volontario di guerra e firmatario, nel 1924, del «Ma- 
nifesto degli intellettuali fascisti », che però (posso attestarlo personalmente) già nel 
1930 si era completamente separato da ogni solidarietà col fascismo, potè sino al 
1932 collaborare col gruppo di « Casabella » e con altri, sostenendone le ragioni di 
progresso in cultura e in architettura, ma nel 1933, rifiutato il giuramento fascista 
con un pugno di uomini di cultura, dovette emigrare. Successivamente, parve a 
molti di coloro che l’avevano accompagnato nella rivendicazione polemica, ac- 
canto ai fascisti più « modernisti », che non vi fosse altra strada, per affermare 
se stessi e con se stessi alcune posizioni ed alcuni orientamenti, che quella di con- 
quistare posti di comando, e così avvennero tanti tristi episodi, dei quali ricorderò 
soltanto, per la sua inerenza con il problema dell’architettura, e delle arti, quello 
di coloro che furono chiamati « colonnelli di De Vecchi ». Tra il 1933 e l’inizio 
della guerra di Spagna, a regime assestato e consolidato, non resta che ao 
passaggio dell’architettura e della nuova cultura architettonica attraverso Il fa- 
scismo, in un compromesso precario € durevolmente polemico, marcheme sura 
sentiva l'espansione. La cultura libera veniva a trovarsi ormai del tutto fuori de 
quadro, doveva usare o creare suoi organi, lavorare e preparare. 

La situazione fu difficile, è vero. Mi sembra di poter affermare, e lo dimostrano 
segnatamente i casi di Persico e di Pagano, che la condivisione a n 
moderna, e della cultura ch’essa postula, stacca progressivamente È ascismo, 
e potrei dare molte prove che dal 1936 in poi la situazione si oo ortemente, 
si accentua la consapevolezza dello sceveramento necessario tra Ro emica e ra- 
gioni di sostanza dell’architettura moderna, e cade ia i fr on 
espressione rappresentativa del regime. È a questa modificazione che la c n 
libera ha dato un contributo positivo, separandosi dalla rivendicazione politica 
che non era possibile sottoscrivere e fornendo Da un dn RA 
tica, temi e problemi, riflessioni e metodi mentali, che per il SI a 
sia concettuale che di sintesi culturale si ponevano come 1 più irriducibili, 


opportunisticamente flessibili, antagonisti dell’oppressione 0 del conformismo in- 
tellettuale ed artistico. "oa RBRE 
Anche negli anni precedenti, del resto, e proprio in virtù della capacità di chia- 
rimento distintivo che lo storicismo fornisce, non si può dire che la cultura libera 
ancora attiva, sia pure ail margini e spesso senza possibile pubblicità, non avesse 
inteso i valori positivi che portava l’architettura nuova, sebbene, si ripete, non 
potesse assumerne il sincretismo programmatico col fascismo; senza dire che una 
difesa antifascista dell’architettura razionale, nell’Italia di allora, sarebbe stata 
tutt'altro che apprezzata, nella lotta per la prevalenza dell’investitura politica! 
La stessa distinzione fu fatta per il « Novecento », e quando qualche vecchio fu- 
turista poi vociano poi rondista propugnava come nuovi Tiziano Caravaggi e 
Giotti pittori come Socrate o Sciltian e Ceracchini, niente meno, cera chi riu- 
sciva ad intendere le ragioni interiori, di sviluppo artistico, e non di esterna pat- 
tecipazione pratica, del richiamo a Giotto di un Carrà. La stessa distinzione fu 
fatta per « // Selvaggio » e Strapaese, movimento anch’esso di rivendicazione fa- 
scista e di un’italianità buonsensuale e rurale, ma di cui si intesero anche allora i 
meriti per la difesa dell’impressionismo, della pittura italiana moderna da Mo- 
randi a Guttuso; come ho mostrato in un mio saggio. E dunque non è che sin dal 
suo sorgere non si vedesse, da parte di alcuni almeno, il grande guadagno che alla 
cultura, ed anche (senza molto dirlo) alla società italiana portava il nuovo movi- 
mento di architettura razionale, col suo inevitabile internazionalismo, ma l’aver 
legato l’esperienza al regime esistente impedì per molto tempo la partecipazione 
della cultura libera all’opposizione, almeno sino al momento in cui avvenne, negli 
architetti e negli scrittori, quel distacco dal fascismo che fu l’obbiettivo perse- 
guito dalla cultura libera e senza compromessi per venti anni, e che si accelerò dal 
1936 in poi. 

Partecipazione dialettica vi fu, come vi fu per l’architettura e l’arte europea con- 
temporanea, anche se la dimostrazione esauriente si trova in scritti posteriori, 
che però documentano l’esperienza attuale e fervida di quei fenomeni, la loro me- 
ditazione costruttiva. E attraverso l’architettura e la pubblicistica razionalista che 
l’opera artistica e dottrinale di Le Corbusier si sparse con fecondità nella nostra 
cultura. Ricordando, anni fa, Giuseppe Pagano che avevo conosciuto nel 1934 e 
che dieci anni dopo doveva ricevere da me la missione che purtroppo fu il primo 
passo che lo condusse alla morte come eroe della Resistenza, ho narrato come egli 
mi introdusse surrettiziamente, nell’ottobre del 1936, nelle difese aule della Far- 
nesina per sentir parlare Le Corbusier; ma già anni prima proprio intorno a lui si 
era intrecciato il dialogo tra persone compromesse, cioè persone compromettenti 
e, allora, « razionalfascisti ». 


La bibliografia di cui ho detto attesta come la presenza di Le Corbusier nella cul- 
tura architettonica italiana sia un fatto pressochè costante: che non maraviglia 
perchè la stessa cosa è avvenuta in tutto il mondo, ma che ha avuto in Italia i 
ratteri peculiari, e cioè, salvo alcuni casi, qui è stata più fortemente sentita e me- 
ditata la sua produzione artistica, piuttosto che la sua produzione teorica o dot- 
trinale, ed uno dei primi esempi è il lucido articolo di Persico del gennaio 1935. 
Zevi scrive un’altra cosa giusta quando determina le ragioni di tradizione € di 
problematica estetica, critica ed anche etico-sociale, per cui taluni aspetti del suo 
esprit de systhème, del suo razionalismo deduttivo, del suo illuminismo rousseauiano 
nell’atteggiamento verso la natura e nella relazione natura-uomo, e così del suo 
platonismo e della sua teorizzazione di antichi e nuovi canoni di bellezza e di at- 
monia assoluta, di proporzioni e moduli trascendenti e definitivi, anche del suo 
utopismo sociale, non trovavano piena accettazione nella cultura italiana, assai 
più storicista, e sia pure spesso per quella che ormai è un’eredità diventata locus 
communis, di quanto voglia apparire, e lo dimostra la marginalità delle accetta- 


zioni, di allora e di oggi, di estetiche del bello, della vitalità, del simbolo, del nu- 
mero, della natura, della base economica e di altre cose, mentre l’esercizio Critico, 
bene o male, concentra il suo interesse sul linguaggio, sulla forma, sul sentimento 
sulla personalità. c 4 
Credo che le ultime rassegne possano aiutare molto a una revisione dei giudizi su 
Le Corbusier, che pure ha avuto da noi qualche inizio. Una revisione che a me 
appare più necessaria forse che ad altri. Samonà ha osservato, nel suo saggio del 
1949, che in sostanza i punti fondamentali del programma architettonico-costrut- 
tivo di Le Corbusier sono pochi: pilotis, pianta libera, tetti-giardino, finestra in 
lunghezza, facciata libera, cui si sono poi aggiunti il pan de verre e il frangisole; 
e che anche le sue teorie, per quante variazioni ed estensioni abbiano avuto, sono 
riconducibili ad alcuni temi che restano come animate convinzioni di tutto il suo 
lavoro. Zevi ha ampliato e ulteriormente chiarito questa indicazione, che è valida 
anche per l’urbanistica. E veramente è impressionante seguire la continuità e 
l’implacabile coerenza con cui alcune idee madri, alcuni motivi essenziali ricorrono 
costantemente, attraverso cicli interi di anni. 

Il piano «ideale », ancora legato alle rigorose geometrie rinascimentali, della 
Ville contemporaine pour 3 millions d’habitants del 1922, il Plan Voisin per Parigi del 
1925, attraverso i progetti per la 1////e radieuse, i piani per Ginevra (1932), Anversa 
e Stoccolma (1933), ricorre ancora nel nuovo Pzano per Parigi del 1937 e in quello 
ulteriore del 1945-46, avendo come laterali i piani per Saint-Dié (1946-51) e quello 
per Boulogne-sur-Seine (1938), oltre al P/an directenr per Rio de Janeiro. Scorrendo 
gli schizzi conservati delle lunghe ricerche fatte nel 1915 nella Calcografia della 
Bibliothèque Nationale di Parigi per allestire il volume progettato e non com- 
piuto su « La construction des villes », non si può non essere colpiti dalla ricorrenza, 
che è segno di un interno dibattito, di studi di forme urbane regolari, geometri- 
che, prospettiche e di studi di forme urbane medievali asimmetriche, multivisuali, 
a tracciati irregolari, che sono rinterzati da altri studi sull’edilizia medievale, non 
solo dal vero o da stampe, ma anche da affreschi contemporanei, per esempio di 
Giotto; e non sarà da trascurare nemmeno l’indizio offerto dalla preferenza per gli 
edifici a edicola aperta (per esempio in Sano di Pietro), a porticati e a loggiati lon- 
gitudinali. La struttura obbediente a un principio ordinatore razionale, la strut- 
tura obbediente a un principio di mediazione col potenziale compositivo di un 
ambiente naturale già articolato, ecco gli oggetti di meditazione; e così il rapporto 
tra blocco edilizio e sua comunicazione dall’interno all’esterno e viceversa. Se in 
altri disegni e schizzi la ricerca è condotta secondo schemi urbanistici più consueti, 
qui ci sono i segni di un orientamento già personale. 
Esiste, certo, uno sviluppo, anzi un grande sviluppo nel corso della medesima 
esperienza, sia come integrazione successiva di fattori costitutivi della funzione 
urbana, che come flessibilità di soluzioni comportata, per esempio, da situazioni 
peculiari, rapporto di vecchio e nuovo, ricostruzione di un organismo distrutto, 
rilevanza della determinazione topografica, ecc.; ma è giusto vedere anche le per- 
sistenze e il loro carattere. a 1 

La concezione della cellula di abitazione protetta e insieme comunicante con 
l’esterno, organizzata in un complesso economicamente vantaggioso € spiritual 
mente caratterizzato dall’indipendenza individuale nell'organismo sociale, dall’equi- 
librio climatico, dal verde interno all’abitazione, dalla comunità potenziata dei 
servizi e così via, si realizza con una progressione molto lunga: dalle 120 V las 
superposées del 1922 al Pavillon Esprit Nomeau delio2 p#ai Lotissements fermés @ 
alvéoles del 1925 al Projet Wanner per Ginevra del 1928-29 alla Maison locative pet 
Algeri del 1933 al Gratteciel cartésien del 1938 alle Unztés d’habitation Ae nel 
1945; sino alle costruzioni di Chandigarh. Un altro caso di sviluppo Lie O 
stenza di un organismo secondo la funzione è il museo: dal Mundanenn de 1929 2 
Musée d’art contemporain per Parigi del 1931, al Musee 4 crosssance illimitée del 1939, 
sino ai Musei per Tokio ed Ahmedabad. ‘ eli 

A guardar bene, la tipizzazione è piuttosto neila destinazione e nel programma 


edilizio, che nella realizzazione, perchè ogni edificio ed ogni progetto presentano, 
in realtà, delle differenziazioni attuative che restano da spiegare dopo la ricondu- 
zione al problema funzionale o pratico affrontato e risolto. Ma è anche vero che 
non si può non fare emergere, in questi e in molti altri casi che si potrebbero citare, 
il nesso di conseguenza che collega tutte le ricerche e le attuazioni, sebbene occorre 
anche tener conto delle eccezioni, sempre numerose. Se si somma questa conti- 
nuità di temi edilizio-funzionali con i « punti » teorici e programmatici fissati e 
ripetuti tante volte in libri e conferenze, indubbiamente si spiega come possa es- 
sere facile di identificare Le Corbusier con la sua sistematica e con la sua didattica, 
specie se si riflette che è stata questa ad operare nel mondo ed a trovare accoglienza 
ed applicazione, e più raramente lo stile nella singolarità del suo processo. l 
Per più di cinquant’anni, l’attività di Le Corbusier si è presentata ai contemporanei 
sempre intrinsecamente come un accordo complesso, o un pentagramma nel quale 
simultaneamente compaiono le idee matrici, i moduli fondamentali, la realizza- 
zione architettonica e costruttiva, e l'esposizione dei dati generali del suo program- 
ma tanto ideologico quanto formale e tecnico; e il programma assume quasi sem- 
pre l’aspetto di una dottrina di pretesa oggettiva, che si esplica in classificazioni e 
tipologie normative, valide per l'applicazione da parte di ogni altro operatore ar- 
chitetto, urbanista, riformatore sociale. Impressionanti sono, in particolare, le 
sue numerosissime e originalissime conferenze di propagazione, dove il fattore 
verbale e il fattore grafico si compenetrano e si compensano l’un l’altro, formando 
una scala che va dall’enucleazione primordiale di un motivo plastico-architettonico 
alla sua comunicazione in linguaggio immediatamente visivo e discorsivo, con una 
flessibilità di modi dimostrativi, analitici, relazionali, ma anche di accenti poetici, 
immaginosi, emotivi, passionali, propulsivi: fenomeno che meriterebbe per sè un 
lungo esame, per la sua originalità, specie se ricordiamo il ben diverso rapporto 
che esiste tra il disegno di Wright e il suo postumo e, malgrado ogni apparenza, 
più distaccato commento. 


Si può affermare senza timore che nessun uomo di cultura ha potuto sottrarsi, in 
misura maggiore o minore, in questi ultimi cinquant'anni, al potere degli scritti di 
Le Corbusier, a questo apostolato ed a questa predicazione permanente, che per 
la sua continuità, per la sua connessione, anche per la stessa insistenza su alcune 
idee e su alcuni temi essenziali, ha avuto un’eccezionale forza di penetrazione, e 
perciò ha potuto anche sboccare, talvolta, in espressioni collettive e collegiali, 
come i vari zzanifesti CIAM o la Carta d° Atene. i 

Bisogna confessare sinceramente che l'efficacia, il mordente, l’eccitazione di que- 
sti scritti lecorbusiani ha agito a lungo, su molti di noi contemporanei e studiosi 
dell’architettura moderna, nel senso di far prevalere spesso la parola e l’azione di 
Le Corbusier sulla pura assunzione dei suoi risultati formali, sui caratteri del suo 
linguaggio architettonico. Diremo che egli stesso ha facilitato questa insufficienza 
di distinzione, per l’assillo percotente dei suoi assiomi e delle sue dimostrazioni 
cartesiane? E prevalsa perciò, nella critica, l’opinione della perfetta congruenza 
tra opera € teoria, in Le Corbusier, ed ha peso il giudizio che scritti ed opere siano 
fattori confluenti in un processo unitario che tende, essenzialmente, allo stabili- 
mento di un principio generale, con tutte le implicazioni di necessaria polemica e 
di negazione. Si è parlato e si parla spesso di limite dottrinario alla sua poesia, alla 
sua espressione artistica originale. 

Uno sguardo panoramico alla critica italiana — da citare, nel complesso, come 
quella più avvertita e matura, rispetto a quelle assai più ripetitorie od estensive di 
altri paesi, causa il clima intellettuale più rigoroso ed esigente della critica italiana — 
è sintomatico al proposito. Il Venturi, nel 1933, avverte più i limiti, le confusioni 
gli anacronismi del pensiero di Le Corbusier, che la sua opera, e la conferma è 
nello scritto di Persico del 35, che invece avverte l'esigenza di scindere Le Cor- 


busier architetto dal teorico; superando la polemica sulle sue idee e proposte per 
guardare all’artista della Villa Savoye o della Villa De Mandrot. Ma anche il suo 
linguaggio formale non era esente da dubbi, nel senso di un’adozione e di una 
composizione di « valori » intellettualmente identificati come « puri » 0 « primi- 
tivi » secondo il suggerimento cubista, mentre si poteva constatare una contrad- 
dizione tra la conclamata originarietà senza precedenti dell’architettura e la reale 
storicità, prossima e remota, di molte soluzioni: e questa fu la tesi sostenuta nel 
1938 con intelligenza dalla Nava, che rifletteva, lo riconosco apertamente, anche 
mie perplessità di allora. Ad eccezione di qualche episodio che si può citare solo 
per la sua superficialità (un presunto « marxismo » di Gropius trovato per in- 
competenza di marxismo, contrapposto a un utopismo riformistico-capitalistico di 
Le Corbusier), dopo l’intuizione di Persico, i saggi di Samonà e il capitolo di Zevi, 
e così altri scritti ulteriori, mantengono il rilievo alla premeditazione dottrinaria, 
pure affermando il suo superamento, frequente, del piano dei principii nelle con- 
quiste formali. Ma salvo alcune indicazioni od osservazioni puntuali, si può dire 
che è sinora mancata un’analisi adeguata proprio di questa realizzazione formale, 
del suo processo autentico. 

Un avvio a questo tipo di definizioni e di giudizi c’è stato. E per esempio se è vero, 
come ha notato Zevi, e come lo stesso Le Corbusier aveva riconosciuto nella pre- 
fazione del 1929 al primo volume della sua « oeuvre complète », che molti ele- 
menti del linguaggio razionalista erano stati concretati in precedenza (struttura 
in vista, tetto-giardino, muri di vetro, pilotis, superfici ce volumi puri, finestre 
continue, ecc.), non si dovrà soltanto sottolineare la loro astratta assunzione da 
parte di Le Corbusier a fine di imporli come soluzioni rappresentative del senti- 
mento e della prassi moderna della vita umana, ma, e direi soprattutto, cogliere il 
punto esteticamente più importante, e cioè che la relativa comunità di premesse 
tematiche, in dottrina e in edilizia, non si traduce affatto in coincidenza nè in simi- 
larità di soluzioni architettoniche concrete, che in Le Corbusier hanno un'identità 
evidentemente indipendente. Un discorso analogo dovrebbe essere fatto per i 
moduli metrici, ricordando i multipli casi storici nei quali la condivisione dei cà- 
noni non ha affatto impedito, nè livellato, l’espansione delle individuazioni stili- 
stiche. 

In un certo senso, la ricerca tendente a storicizzare, cioè a spiegare nelle sue com- 
ponenti e nelle sue relazioni effettive di esperienza il linguaggio di Le Corbusier, 
come quella fatta dalla Nava riflettendo esigenze e procedimenti di lavoro che avevo 
praticato (« Saggio di analisi lingnistica dell’architettura moderna », pubblicato in Ca- 
sabella nel 1937), non solo non era illegittima, ma giusta c necessaria; difettava 
peraltro nel portare l’attenzione prevalente sulla cultura e sull’elaborazione intellet- 
tuale dell’artista, anzichè sui momenti di stacco dialettico dalla cultura c sulle loro 
caratteristiche specifiche. Ma queste incertezze talvolta anche pesanti, ripetiamolo, 
derivarono per gran parte dalla sovrapposizione del Le Corbusier teorico sul Le 
Corbusier plastico, e il secondo veniva ad essere oppresso 0 velato dal primo. 
Temo che, nelle accese controversie sul funzionalismo, sul macchinismo, sull’in- 
dustrializzazione, sullo standard, sull’economia, sull’utilità, sull organizzazione 
scientifica e sociale, e via discorrendo, si trascurasse troppo di raccogliere non in- 
dizi, ma chiari avvertimenti di Le Corbusier stesso, fin dagli anni del principio. 

« L'architettura è la composizione sapiente, corretta e magnifica dei volumi as- 
sociati sotto la luce... Già nella pianta, e per conseguenza in tutto cio che si eleva 
nello spazio, l’architetto è stato un plastico, ha disciplinato le rivendicazioni utili- 
tarie in virtù di un fine plastico che perseguiva; ha composto. Ha fatto agire la luce 
e l’ombra per quel che voleva dire. E intervenuta la modanatura, e la modanatura 
è libera da ogni costrizione, è un’invenzione totale. Dalla ta si IRA 
il plastico: l’ingegnere si sfoca, lavora il plastico. La modanatura è la pietra di pa- 
ragone dell’architetto; lo pone di fronte a un aut aut: essere plastico o non essere. 
Il Partenone è stato fatto da Fidia, il grande scultore. o: 

«Per fenomeno architettonico intendo la qualità spirituale di organizzazione (ar- 
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chitettura significa per me: agire secondo la costruzione spirituale), qualità che, 
per le potenze creative, costituisce un sistema capace di esprimere la sintesi di eventi 
attuali, ce non l’aspetto di un semplice capriccio personale. Non credo alle formule 
generali di nascita spontanea, 2 formule immanenti, credo che ogni architettura 
che fa appello allo spirito è sempre e ancora l’opera di un solo... Momento com- 
movente, quello nel quale questa cristallizzazione si opera nel fondo del cuore. 
Ognuno può provocare questa cristallizzazione che è, in verità, la creazione... 
Accanto alla vocazione tanto complessa che è propria di un architetto moderno, 
che dev'essere dappertutto ed è assalito da mille compiti, ogni giorno, 10 coltivo 


in un giardino tranquillo // gusto dell’arte. Lo so, è una parola, questa, odiata dalle 
giovani generazioni (vedi le controversie appassionate intorno al funzionalismo)... 
Occuparsi d’arte è divenire il proprio giudice, il proprio padrone; si sta davanti a 
una tabula rasa e quel che vi inscriveremo sarà il prodotto infalsificabile della no- 
stra personalità; questo significa la piena coscienza della responsabilità; qui ci si 
mostra e ci si riconosce per quel che siamo, nè più nè meno... Architettura Si- 
gnifica formulare con chiarezza i problemi. Tutto dipende da questo. Questo è il 
momento decisivo. Limiteremo noi il problema alla soddisfazione pura e sem- 
plice dell’utilità ? Bisognerebbe definire, allora, l’utile. La poesia, la bellezza e l’ar- 
monia fanno parte o no della vita dell’uomo moderno, o non ci sono per lui che 
le funzioni meccaniche della macchina per abitare ? ». 

Cristallizzazione: una parola chiave, sinonimo di concentrazione, che riporta alle 
fonti, Flaubert e Baudelaire. Il tono stesso della rivendicazione del momento inso- 
stituibile dell’arte lo isola nella battaglia delle idee. Tanti altri passi potrebbero es- 
sere aggiunti a questi pur così sintomatici. Ma tutti verrebbero a un medesimo 
fuoco. Dovevano porci, come oggi ci pongono, il problema se si dovesse vedere 
nell’opera architettonica e urbanistica di Le Corbusier il principio, il tipo, il sistema, 
e questo solo, ovvero la singolarità, la personalità della forma. E in questo senso 
abbiamo trascurato di accertare più incisivamente e con maggior verità il signi- 
ficato di fatti convergenti. Per esempio, appunto, la complessiva semplicità delle 
idee e dei programmi, e la ricchezza di fantasia che investiva e si dilatava su questo 
contenuto; l’impalcatura e il rapporto tematico semplici, e ricorrenti, e le costru- 
zioni complesse, con un’ampiezza e una flessibilità di soluzioni formali che sa- 
rebbe stato vano voler spiegare con i soli fattori intellettuali e coi contenuti « in- 
formati ». 

Strano: « il grande ritorno » di Wright all’attenzione europea, dopo la prima 
popolarità intorno al 1910 e la pregnanza a tutti nota, avrebbe dovuto facilitare 
il ragguaglio, possibile, tra queste posizioni di coscienza poetica di Le Corbusier 
e quelle del grande veggente americano. Viceversa accadde. il contrario, sino a 
tempi recenti, e si acuì l’opposizione al « razionalismo » di un’altra poetica, quella 
«organica », contribuendo al reclassamento di Le Corbusier nel già vecchio schema 
polemico. i 

C'è stato anche un altro difetto, metodico, favorito sia pure anch'esso dalla preva- 
lenza, per un lungo periodo, e specie dal 1929 al 1944-45, degli interessi « pub- 
blici » di Le Corbusier per l'urbanistica e l’architettura « militante », intesa, e 
qualche volta soprattutto intesa, come trasformazione della società. Per molti anni 
la carta di Atene, i manifesti CLAM, i Modulor, le griglie urbanistiche e climatiche 
la ricerca paziente, l’unità conforme di abitazione, e tante altre cose, hanno Occue 
pato le menti e le discussioni, l’interesse e le reazioni di difesa e di offesa. 


Bisogna notare che anche nei primi volumi dell’« oeuvre complète » la pittura e il 
disegno dal 1918 in poi sono radiati, non sono additati nè posti in circolo con 
l’opera dell’architetto, e dello scrittore. L’« oeuvre complète » non è un’interpre- 
tazione esterna, è prima di tutto una documentazione o recapitolazione soggettiva 
e quindi le inclusioni e le esclusioni contano molto, e conta il momento fg un 
certo passato, prima trascurato, è richiamato a spiegare un certo presente, o una 


certa vicenda. Ma il silenzio sulla pittura, la scultura e il disegno hanno avuto una 
conseguenza: è accaduto cioè che la critica su Le Corbusier ha a lungo accettato, 
sulla sua traccia, una dicotomia tra opera plastico-grafica ed opera architettonica; 
una dicotomia di cui, pure, avrebbe dovuto apparire tutta l’astrazione, l’irrealtà 
arbitraria. La separazione della ricerca pittorico-grafica di Le Corbusier, per que- 
sta parte inserito episodicamente nelle storie della pittura moderna tra un movi- 
mento e l’altro, come un passaggio riguardante soltanto la vicenda della pittura 
(il « puriszzo », con Ozenfant), ha vietato o ha reso difficile la connessione tra pit- 
tura e architettura, connessione che invece è profonda, anzi oggi ci si rivela iden- 
tica nei radicali, espressione del medesimo sentimento e della medesima scelta for- 
male, sino al punto che la pittura e la grafica vengono a dimostrarsi come condi- 
zionali per comprendere nella sua verità di linguaggio artistico l’architettura. 
Negli ultimi volumi dell’« oeuvré complète » Le Corbusier ha indicato nettamente 
la sua insoddisfazione — anche se probabilmente non precedente, ma insorta in 
tali anni — per questo distacco artificiale, per questa disarticolazione di una per- 
sonalità omogenea e piena di ricchezza e complessità nelle sue attuazioni. Ed ha 
posto a tratti alcune recapitolazioni, nelle quali ha sottolineato l’osmosi ® l’inter- 
dipendenza tra concezioni e realizzazioni plastiche, pittoriche e architettoniche, ed 
ha segnato con insistenza la continuità stessa della sua opera settorialmente pla- 
stica dagli inizi alle ultime sculture e agli arazzi. In alcuni libri di rassegna com- 
prensiva della sua opera e in alcune mostre, come quella di Parigi del 1953 e final- 
mente in quella di Palazzo Strozzi, Le Corbusier ha reso ancor più esplicita la 
convergenza al fuoco plastico della sua opera intera. 

Merita rileggere un passo da lui scritto nel 1952: « Le Corbusier, nel periodo detto 
purista, dipinge soltanto oggetti banali, bicchieri, bottiglie, e non esita ad accon- 
tentarsi di questi semplici supporti per tentar di attingere il fenomeno plastico. 
Non si rende conto, al momento, che i quadri di questo periodo rappresentano 
una parte effettiva della conquista delle forme attuali della plastica architettonica. 
Nel 1925, la méèta era raggiunta. Tra le forme architettoniche nate col cemento ar- 
mato e affini, e quelle della sua pittura, la simultaneità diviene completa. Lo spi- 
rito delle forme anima i suoi quadri come la sua architettura e la sua stessa urbani 
stica. Senza ricerca plastica, senza sentimento plastico, senza una vera passione 
plastica Le Corbusier non sarebbe stato il creatore di forme che, a poco a poco, 
compariranno nella sua produzione di urbanista e di architetto... La cosa si svolge 
dai disegni di bicchieri e bottiglie degli inizi, attraverso l’eloquenza di quelli che 
ha chiamato oggetti a reazione poetica (radici, ossa di animali, ciottoli, scorze d’al- 
beri ecc.) per finire alla figura umana, che offre all immaginazione poetica e allo 
spirito costruttivo i mezzi infiniti di scomposizione e di ricostruzione in favore di 
una creazione plastica c poctica coniugate... Le Corbusier porta in se nicos0 idee 
di natura plastica che risalgono a dieci, quindici, venti anni prima e più: sono 
schizzi, abbozzi, che riempiono 1 suol cassetti e alcuni dei quali porta con sé nei suoi 
viaggi, in modo che il contatto è istantaneamente ripreso da una nuova APR 
a una tappa precedente, e la continuità si opera attraverso le trasformazioni del- 
"esiste ». Sn: ; 

SI "Eno che si debba alla forza di persuasione che è così tipica di Le Cor- 
busier il riconoscimento della giustezza di queste ragioni. Del resto, il intelligenza 
di Le Corbusier è tra le più lucidamente autocritiche di ogni tempo, sicchè 0 
pericoloso od erroneo non raccogliere un giudizio che deriva soa RA 
rigorosa, e sia pure anche appassionata come sempre; ma che accredita la TRA 
cerità dal porgersi, come fa, quale una scoperta per lo stesso RIT a a x 
maturità della sua espressione. Raccogliendosi in se stesso a Sn i un Sa 
lungo percorso, Vartista ha l’ansia di far centrare O IRIIRE Hi unità A 
della sua persona e della sua opera, e ne rivendica ea ualità con da 
romantica che potrà anche soprendere alquanto coloro - : Rea Oa 
magine di Le Corbusier troppo razionale e geometrica, do ! 


stica, apostolica e didattica. 
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Mi sembra certo che la critica dovrà affrontare il tema delle coerenze formali esi- 
stenti nel percorso dell’artista come pittore, scultore, grafico, architetto, urbanista, 
e che lo studio analitico in questa direzione illuminerà di nuova luce etchiarica il 
processo artistico singolare di Le Corbusier, come un discorso interno che, nei 
suoi nuclei essenziali, non è determinato o condizionato necessariamente dal dia- 
logo coi principii e i programmi. Ì 
Prendiamo per esempio le maglie tensive ricurve e innestate che compaiono nel 
Plan Obus per Algeri, organizzando una zona di dislivelli naturali mediante i col- 
legamenti aerei o soprelevati e lasciando alle masse architettoniche coordinate, 
intercidenti o svincolate, la massima accentuazione di membrature indipendenti e 
insieme di ritmo unitario del complesso in pianta, prospettive, alzati. Ritroviamo 
queste maglie, incarnate nei rapporti, eguali malgrado la differenza tecnica, di 
pianta, alzato, spaccati, compenetrazioni e volumi in plessi organici, con la stessa 
molteplicità di ritmi interni e insieme con unità globale di composizione, nelle 
Nature morte degli anni 1922-26, anche se il loro accento è più nitidamente geome- 
trico secondo la tradizione del termine, e perciò può apparire meno evidente, alla 
prima, come la ritmazione del complesso non riguardi affatto la sola superficie 
bidimensionale, ma implichi necessariamente le altre. Sono ganci, inviluppi, in- 
castri drammatici, in una raggiunta imponente stabilità d’immagine, sono espan- 
sioni contenute, ma intense, nel quadro armonizzato. E gli schizzi e disegni pre- 
paratori, nel processo che va dall’enucleazione dei nodi essenziali sino alla stesura 
«assonometrica », provano largamente questi caratteri. Ed ecco che se ci spostiamo 
sul tetto della casa di Nantes-Rezé o dell’Unité d’habitation di Berlino cogliamo an- 
cora quei rapporti e quei volumi tensivi composti tra piano di posa ed aria; e va- 
lori analoghi, con una grande ricchezza di flessioni, ritroviamo nei disegni e nei 
dipinti dal 1936 in poi, e infine nelle sculture, sebbene qui con un accento più 
direttamente organicistico, vitalistico, come di strutture viventi che crescono e si 
liberano fissando dall’ossatura all'ambito spaziale la propria forma conclusiva. 
Il carattere già primitivo di costruire « du dedans au dehors », facendo sentire le fasi 
di accrescimento e di sviluppo e la loro interna necessità e concatenazione coe- 
rente, il partire da un ciemento o da un plesso generatore per un’avventura lunga 
c temperata, ma nei contrasti e nelle urgenze di impetuosi incontri 0 d’improvvise 
affluenze, il mantenere evidente, quasi direi palpitante lo svo/gizzento che si ripre- 
senta come incessante stimolo di riavvio senza fine della composizione formale, 
queste ed altre modalità del fare artistico di Le Corbusier si riscontrano per tutta 
la sua Opera, di ogni determinazione, e rendono certi che non si tratta di un rag- 
guaglio recente, e in qualche modo postumo, che l’artista ha operato nella gittata 
del suo lavoro, quasi conformandolo e omogencizzandolo, negli ultimi anni, per 
la preoccupazione di una coerenza sintetica, ma che si tratta di fattori sorgivi che 
hanno alimentato per tutto il suo ciclo la sua proiezione espressiva. i 


Certo, sarebbe un altro errore quello di non intendere storicamente anche l’opera 
di Le Corbusier, individuandola in questi nuclei, sia pure inconsutili. Il ripercor- 
rimento della vicenda artistica di Le Corbusier accerta, al contrario, che nella per- 
manenza essenziale del carattere della sua personalità e della sua espressione do- 
minata e piena di slancio, tersa nelle tensioni, lucidamente appassionata, l’artista 
ha avuto un movimento d’ampi raggi, ha dialogato con altri artisti del passato 
e del suo tempo, ha aggiunto a tratti esperienze e esigenze nuove, ha obbedito a 
trazioni più forti in senso intellettuale o in senso sentimentale-vitale, e insomma 
scavando in se stesso ad ogni « occasione » di vita e di emergenza interiore con 
uno spirito di verità e con una potenza di sonda che hanno rari confronti presenta 
Oggi a noi un poema il cui viaggio assomiglia, proprio, a quello che si compie nei 
poemi classici che coincidono con tutta una vita, e contengono una storia totale 
l’esperienza della quale impegna ogni potere e capacità di chi rivive. i 


La solidarietà che esiste tra le diverse produzioni artistiche di Le Corbusier, in 
ogni fase, e alla distanza, aiuta a vedere relazioni e a spiegarle, circoscrivendo meglio 
la valenza delle opere o dei gruppi di opere, e insieme puntualizzando i fattori ori- 
ginari e continui. La poetica delle « forme pure » come elemento dialettico di con- 
tenuto, nell’opera prima, spiega certe scelte ed anche certe esclusioni, le prefe- 
renze geometriche e la ripresa dei tracciati proporzionali aurci della tradizione elle- 
nica ed occidentale curopea. Mi sembra però che non si sia avvertita debitamente 
la distanza che intercorre tra gli impianti proporzionali degli anni 1923-31 e il po- 
steriore Modulor. E forse questa differenza sostanziale non è stata verificata per- 
chè il sistema deduttivo, matematico-geometrico, del Mody/or è dello stesso tipo 
di quello classico precedentemente adottato; ma la differenza è nel principio, ed è 
questo che ha significato. 

L'assunzione come regola compositiva delle armonie proporzionali dalla Casa 
La Roche alla Villa di Garches alla Villa Savoye a Poissy è in parallelo con l’espe- 
rienza svolta da Mondrian, che ha anch’essa come base i ritmi classici millenati 
col loro contenuto ideale-razionale e col loro significato anche comunicativo. Senza 
dubbio esiste una continuità di ricerca tra questa fase e il primo e il secondo Mo- 
dulor, ma la mutazione del postulato di base, restando identico il metodo di svi- 
luppo, porta su un piano nettamente diverso. Non è strano che i molti matema- 
tici, geometri e scienziati che hanno manifestato il loro consenso o il loro plauso 
a Le Corbusier abbiano dato attenzione piuttosto al secondo aspetto, che è del 
resto il più rilevante ed esteso, che al primo: si tratta di persone che, con tutto il 
rispetto, credono ancora fermo nella legge numerale del macrocosmo-microcosmo, 
nei valori metafisici dell'armonia, della simmetria, nella trascendenza di un essere 
detinito e conoscibile in forma di teorema invariabile, e quindi si può parlare per 
questi aspetti di anacronismo storico-culturale. Il fatto poi che come unità della 
dimostrazione fosse assunta una certa misura d’uomo, ha concorso ad unificare, 
nella mente dei più, il A/odor a una ricerca delle proporzioni medie dell’uomo o 
di una formula matematica della bellezza del corpo umano, continuando gli an- 
tichi canoni. 

Ma si tratta veramente di questo ? Il punto è stato assai poco discusso, malgrado 
che Le Corbusier desse tanta importanza al sistema, da brevettarlo, in un primo 
tempo, poi liberalizzandolo per l’uso di tutti gli architetti. Il Modulo è un’astratta 
misura, e sia pure nuovamente calcolata e dimostrata, dell’assoluta e invariabile 
bellezza ? Oppure, come a me sembra, questa è all'origine una misura ragguagliata 
a un certo uomo, e sia pure « medio », ma che compie certe funzioni fondamentali 
realizzando le capacità dello strumento corporeo, e le compie non in uno spazio 
iperuranio, ma nel suo mondo ambiente, che è anch'esso un prolungamento 0 
un'estensione dell’uomo come natura ? Non siamo, forse, di fronte alla proiezione 
di una concezione dell’uomo concreto nelle sue attività interne-esterne, c l’arti- 
colazione in termini numerali rapportati secondo il metodo geometrico (anziche 
secondo altro metodo, per esempio storico-dialettico) non ha però per oggetto di 
determinare l’espansione dell’organismo umano fisico € psichico nella sua or- 
ganicità di consenso col mondo che, in questo modo, non è più esterno, ma è ap- 
propriato e umanizzato ? now, SR 

Se è così, cade l’anacronismo del sistema per indicare una concezione della vita, o 
una visione, della vita umana profondamente razionale, ma non astratta da ogni 
relazione, sia di natura che di socialità o storia. Il Modulor, come Te griglie pra 
sive, non sono più elaborazioni esclusivamente estetiche, formali come da e 
anteriori, includono un diagramma di componenti più ampio e diverso, unificano 
un dramma di attività e di virtualità, nelle relazioni considerate, assai più com- 
rante, non tendono a risolverlo nella stabilità di una contemplazione in- 
Ila certezza che deriva dal posarsi in un assoluto; malgrado l’inquadra- 
matematico il Medz/or ammette una dinamica interna di nessi e di 
e sembra che il valore dell’esperienza del Moduor si chiarisca 
a più antica: marchiamo che in essa le regole pro- 


plesso e vib 
variabile, ne 
mento geometrico- 
azioni. Perciò a me se 
proprio per il suo stacco da quell 


15 


porzionali erano accolte secondo la trasmissione ereditaria, non modificate seppure, 
come era accaduto anche nel passato, liberamente composte od organizzate, men- 
tre il Modulor concreta un’intuizione nuova e originale di Le Corbusier, un suo 
modo di porre e di rendere esplicito e comunicare il sentimento e la convinzione 
che egli ha dell’uomo e della sua vita, modo che non riguarda soltanto un problema 
di forma. Forse questo del Mody/or è l’indice più deciso chele Corbusier ha for- 
nito sulla sua coscienza matura, ma il velame geometrico ha impedito di vederne 
tutta la non conformità e la ragione individuale ed espressiva. 


La poetica non spiega l’opera, almeno non la spiega tutta, ma è certo che ‘se; per 
esempio, il valore di spettacolo è proprio di tutta l’architettura di Le Corbusier, 
molto meno mentale di quel che si sia abituati a credere (preciso che uso il ter- 
mine « spettacolo » nel suo senso non esteriore, ma in quello di personalizzazione 
visiva del reale), lo spettacolo si modifica dalla Villa Savoye alla Villa Shodan, 
anche se, come ha notato acutamente Zevi, non bisogna dimenticare ancora una 
volta la presenza di costanti espressive, per esempio nel Pavillon Suisse gli « ele- 
menti disarticolati, la plastica ondulata giustapposta alla cristallizzazione geome- 
trica », che nell’animazione possente del visibile incluso e caratterizzato ci ripor- 
tano a tante modellazioni successive, sino a Chandigarh. Ma una modificazione, 
un’aggiunta del sentimento e della forma di Le Corbusier esistono, e motivano 
l’accento delle opere che si scaglionano da Ronchamp a Chandigarh. 

Le Corbusier, dopo i viaggi nei Balcani e in Oriente successivi ai viaggi più giova- 
nili in Italia, dopo le sue esperienze non solo dell’arte bizantina e islamica, ma del- 
l’architettura rustica o popolare o di trasmissione medievale (esperienze che con- 
divise con molti altri architetti del suo tempo, per esigenze di cultura), dal periodo 
del « purismo » e della relativa meditazione formale sino al 1930 circa, è uomo 
« europeo », tale anche quando implica la Russia sovietica. Cultura, ambito d’im- 
pressioni, circolo di riflessioni hanno per relazione l’Europa che è un'Europa 
industriale, macchinstica, meccanica, circolatoria, anche un’Europa scientifica, 
filosofica, estetica, sovrapposta agli strati più antichi di civiltà agricole, manifat- 
turiere, diversamente distribuite e diversamente regolate. E l’Europa erede del- 
l’Ottocento, che sente e irradia il suo primato nel mondo, che elabora continua- 
mente valori di progresso, anche se restano in essa contraddizioni e dilacerazioni 
profonde. L’opera di Le Corbusier si sviluppa in questo ambiente che ha e sente 
una sua unità e che si riconosce internazionalmente in alcune dominanti di pen- 
siero e di attività pratiche. 

Mi sembra importante stabilire l’effetto dell’esperienza di Algeri, a mondi con- 
trapposti e coesistenti, negli anni ‘30, poi quello dell’ America del Sud e del Nord, 
e del contatto reattivo dell’artista di fronte a condizioni così diverse, nuove, anche 
disorientanti per la loro pregnanza, così poco conciliabili col panorama europeo, 
di natura, di storia e di contesto civile. Credo si possa affermare che, da un certo 
punto in poi, l’opera, anche se ha per campo l'Europa, si staglia su nuovi oriz- 
zonti. Vengono ad affiorare delle primordialità, degli scorci interiori più abrupti 
delle strutture € delle forme elementari o sommarie, che non hanno più il ni- 
tore abbacinante - la classica evocazione della Casa La Roche, della Villa di Gar- 
ches, della casa di Stuttgart, della Villa Savoye, del Rentenanstalt di Zurigo, la 
loro dispiegata chiarezza e conclusione e serenità, ma dalla struttura alla superficie 
portano i segni di una psicologia e di un sentimento del mondo umano che tien 
conto, ormai, di forze anche non civili e razionali, ma latenti o inconscie, e non le 
frenano, ma le liberano quasi ansiosamente. 

E stato giustamente avvertito che Le Corbusier non è stato insensibile alle rivela- 
zioni, per lui problemi, date da diverse personalità e concezioni, come da Wright e da 
altri. Ma negli artisti questi rapporti non sono mai imitativi o passivi, e tanto meno 
potevano esserlo per una maturità di possesso e di certezza come quella di Le Cor- 


busier, anche se il dialogo potè essere fecondo. Mi sembra peraltro che prevalga, 
sia pure dietro stimoli di altri artisti, anche di Gaudì 
scoperta interna, prevalentemente, e si fonda sul rovesciamento ad un punto ina- 
bituale e conturbante dall’ambiente civile, storico, strutturato dagli uomini in so- 
cietà, all’ambiente brado, salvatico, puramente naturale e primevo, e da plasmare 


puma tricerca che è percezione G 


umanamente, ancora, come la prima volta. 
La trasposizione che si opera dalla | 


ille radieuse e dai suoi percorsi di circolazione 
selezionata a più livelli e indipendente dalle residenze, dai servizi comuni e dal 
verde, allo scavo di Chandigarh, dalla città-giardino verticale all’interram ento, 
non è dovuta soltanto, a me pare, ad un adattamento territoriale e climatico, cs- 
sendo tra l’altro il terreno di scelta, e di scelta non esternamente obbligata. Ho ‘OE 
servato altrove, per Ronchamp, il ritorno mediato al dolmen druidico, alla grotta 
preistorica con le filtrazioni di rag 91 luminosi e l'irregolarità come casuale” della 
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In England, as generally in the Western World, the immediate post-war period with 
its hampering restrictions on building was succeeded, from the mid-19505, by a 
period of boom-building reflecting a relatively affluent society. The virtues of 
English post-war architecture in the fields to which it was so largely confined, large- 
scale low-cost housing and school construction, have long been well known in- 
ternationally. In these fields activity has continued until very lately largely along 
the lines established some fifteen years ago. But this is no longer news. In the more 
specialized area of the creation of « New Towns » the initial cycle seems to be 
nearly over. It is not too much to hope that many lessons have been learned and that 
the next cycle of New Town construction will profit from the errors now gene- 
rally recognized at Harlow, Stevenage, Crawley and the others, all so unwisely lo- 
cated in the southeast near London, in a part of the country into which there has 
been an excessive inflow of population at the expense of Great Britain as a whole. 
At Cumbernauld, near Glasgow in Scotland, and particularly in its remarkable four- 
level commercial center now under construction, it may already seem that some at 
least of the un-urban qualities of excessive diffusion, sprawling layout, and almost 
totally traditional methods of building have begun to be avoided. Unquestionably the 
emphasis in British building has more and more moved from the public to the 
private sector, a movement that has had its reflection in the movement of architects 
from the burocratic governmental agencies into private practice. But if the achieve- 
ments in the housing field of such agencies as the London County Council Ar- 
chitects Department, now threatened with transformation and probable truncation 
of its responsibilities by the expected reorganization of the government structure of 
Greater London, are now in the main an old story, there has come to be compar- 
able activity in other cities such as Sheffield in England and Glasgow in Scotland 
— comparable in quality, at least, if not yet in quantity — while newer burocratic 
agencies have shown their high capacity in such fields as the remodelling of post- 
office interiors and the designing of railway stations. At Coventry, for example, the 
new station by the British Railways Architects’ Department deserves attention quite 
as much as the Cathedral and the continuation of the rebuilding of the commer- 
cial center by Arthur Ling, the City Architect. 

Yet in the over-all picture of current English architecture the construction of office 
buildings, especially of the first real English skyscrapers in London and in Manche- 
ster, and of college and university buildings — the first of the flood that will be 
required in the next few years as the universities and technical institutions expand in 
size and in numbers — bulk very large, larger perhaps than local critical opinion, 
often excessively sociological in approach, has been willing to recognize or, at 
least, to approve. Perhaps it is merely because I read more newspapers and week- 
lies and paper-backed treatises in English than in other languages, but it does seem 
as if architectural criticism in England was more involved with social and political 
problems than in other countries. However true or untrue that may Pi a SERE 
critic may properly wish to call attention to what is actually being built without 
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2. The London Coal Exchange. 

3. Court of the Coal Exchange. 

4. Details of the iron members on the second floor 
of the Coal Exchange. 


giving too much consideration to issues that will be settled in the end by economic 
and governmental decisions. Rightly or wrongly, English entrepreneurs have ri- 
valled the governmental agencies as clients for the building industry, nor has their 
activity been confined to greater London. Moreover, their activities have not been 
subjected to the same degree of control by public agencies as they would have been 
in many Continental countries. 

Whether on not building booms are conducive to the production of good architec- 
ture, it is obvious that conditions of rigidly restricted production are not. Booms 
are, however, certain to change very markedly the architectural scene where and when 
they occur, and at a very rapid rate, so that today in England as in many other parts 
of the world a decade or less of active construction has modified the appearance of 
cities, and even to some extent of parts of the countryside, more than the total build- 
ing of the three previous decades since the previous building boom of the 1920s. 
To consider first a negative aspect: problems of preservation have became very acute. 
Older buildings, economically obsolete yet in some cases monuments of major aesthe- 
tic significance, have been ruthlessly destroyed to make way for new buildings of 
dubious merit in large urban developments at least presumptively unfortunate in 
their social results. This is not the place, nor have I the information, to provide a 
general necrology. But in considering English architecture in 1963 it may not be un- 
fair to start with the obituaries of two important 19th-century works demolished 
in London in 1962 despite very strenuous campaigns, supported by informed inter- 
national opinion, for their preservation, and despite strong recommendations in 
their favor by the advisory public agencies whose responsibility it is to pass on 
questions of historic value and aesthetic merit. 

The Euston «Arch » (fig. 1), the Doric propylaea before Euston Station, was hardly 
a unique monument of the 1830s when the Greek Revival ruled throughout most of 
the Western World. Yet the superb stonework, rich ironwork, and above all the gran- 
diose scale of this approach to the first of the world°s major railway stations, long 
recognized as a symbolic gateway to the Railway Age, seemed to most of those con- 
sulted officially more than to justify its preservation, or at least its reconstruction on 
some other site. An earlier proposal for the rebuilding of Euston Station prepared 
immediately after the War bv Sir Leslie Martin, then Architect to the L.M.S. Company 
before the nationalization of the railways, had retained the « Arch » as a symbol 
before the tall slab office-building that would rise over a rebuilt station. Under na- 
tionalization, however, the British Railways, required to make money for this par- 
ticular arm of the state (or at least to cease producing large deficits), were ready to 
brook no restrictions, such as the preservation of the « Arch », in their plans for the 
redevelopment of the station site. Whether, in fact, now that the « Arch » is down, 
their ambitious schemes will be allowed to go forward despite the disapproval of 
the Planning Department of the London County Council because they have the po- 
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wer as an organ of the State to override L.C.C. objections remains to be seen. But 
the « Arch », thanks finally to the unwillingness of the responsible Ministry or 
the Premier (to whom appeal was also made) to intercede, is gone. Even the sugge- 
stion of the contractor for the demolition that the stones be numbered so that the 
« Arch » might be re-erected elsewhere was negatived by the railway authorities. 
Touchingly, the contractor has had made a silver model of the « Arch » for pre- 
sentation to the Victorian Society which had taken the lead in the campaign for 
preservation. i ; 

In the other case, perhaps even more shocking, the vandal was also a public body, 
the Corporation ot the City of London, which after holding the Coal Exchange in 
Lower Thames Street vacant for some five years was unwilling to hold up demoli- 
tion for a few months when there seemed a very good chance that the interior coutt 
of iron and glass could be demounted, sent to Australia, and re-erected as part of the 
new National Gallery in Melbourne. The significance of the Coal Exchange in the 
history of architecture was far greater than that of the Euston « Arch ». Its court 
(fig. 3), contemporary with Labrouste’s famous Bibliothèque Sainte Geneviève in 
Paris, was a far more notable example of the new possibilities of metal architec- 
ture, being entirely of cast iron and glass. Not only was it of great technical impor- 
tance, but this court was also an interior of very positive aesthetic quality (fig. 2), 
a domed cylinder not unworthy of comparison with such famous carlier and later 
monuments as the Roman Pantheon and Frank Lloyd Wright's Guggenheim Mu- 
seum. In addition, the detailing of the iron members (fig. 4), so peculiarly suited to 
the casting process, was of intrinsic interest in a period when ironwork was likely 
to be moulded in stylistic patterns — as in the Paris library — or given no attention at 
all in design. Only M. D. Wyatt°s ironwork at the Paddington Station shed — not 
yet threatened by destruction, happily, but rather at last repainted in the original 
grey and red of its debut in the 1850s — rivals the Corporation Architect ]}.B. Bun- 
ning's detailing here, and even that is hardly as attractive or as appropriate to cast 
iron. 

It is against these major losses of characteristic 19th-century monuments that the 
achievement of the last few years by private architects ought to be measured. Gran- 
ting the great social accomplishments of the years since the war, what has a decade 
of affluence and seven or eight years of actual boom produced that deserves, as these 
rgth-century monuments long did, the attention of the outside world ? I shall sim- 
plify my answer by centering it on the work of one man lately officially recognized as 
England's «leading architect » by the award of the Order of Merit, an award hi- 
therto granted, since its carly zoth-century initiation, only to two other architects, 
Sir Edwin Lutyens in 1942 and Sir Giles Scott in 1944. 

English architects, along with businessmen, cricket players, dancers and actors, re- 
ceive almost automatically their knighthoods at a certain stage in their careers, usual- 
ly when elected President of the Royal Institute of British Architects if not already 
for other public work. But the distinction of the O.M., a numerically closed order, 
can be measured by mentioning two writers of the highest reputation — both cu- 
riously enough American-born — who have received it, Henry James and T. S. 
Eliot. The first architect to receive the O.M. was Sir Edwin Lutyens, then President 
of the Royal Academy, recognized throughout much of the first half of this century 
as England's leading architect and now, after a period of eclipse, beginning to be 
so recognized once move. Sir Basil Spence, the latest architect to hold the order, 
may not incotrectly be held to have achieved the position today that Lutyens already 
had thirty or forty years ago. In between, Sir Giles Scott was an O.M., and it was pre- 
sumably his death in 1961 that suggested last year the award of the order to another 
architect. Sir Giles was hardly of the caliber of either Lutyens ot Spence. After a 
brilliant start when he won the competition for the Liverpool Cathedral at the age of 
twenty-three, a monument still only somewhat more than half completed, his work 
never again reached the level of distinction of that very belated, yet superbly monu- 
mental, Gothic Revival design. Prominent as are his London power-stations and his 


university libraries at Cambridge and Oxford, the best that can be said of them is that, 
as 1s so often the case immediately after an architect’s death, they are in a blind spot 
for most people today; the work of Lutyens, on the other hand is already so far 
out of our present context that it can be, and very generally now is, appreciated histo- 
rically. 

Sir Basil, like Scott, owed his rise from Scottish obscurity to national fame to his 
good fortune in winning, in 1951, the competition for a new cathedral. More for- 
tunate than Scott, moreover, he was able to complete that cathedral in very little over 
ten years — and, at cathedral-building, still more fortunate than Lutyens, whose 
Catholic Cathedral in Liverpool has never risen above the crypt over which a totally 
different design by Frederick Gibberd is now to be erected. Since then Spence has 
also been commissioned to design university buildings and power-stations, not to 
speak of a skyscraper, a housing development, and an embassy. However great a 
part the completion of Coventry Cathedral in 1962 may have played in the decision 
to award Spence the O.M., it is the range of his activity and its generally high qua- 
lity rather than the cathedral, which should justify more broadly his present position 
as England’s leading architect. 

To any American, used throughout his life to the more-or-less unchallenged primacy 
ot Frank Lloyd Wright, it must seem right and proper that a country should have a 
recognized leader in architecture, as the French had Perret and now have Le Cor- 
busier, or the Finns Aalto and the Brazilians Niemeyer. English architecture since 
the 1920s has lacked a focal figure and seemed in danger of becoming, above all in 
its worthiest manifestations, merely an arm of the Welfare State with results as mo- 
notonous, if considerably more distinguished, as those of post-Stalinist Russia. 

For a few years in the mid-1930s it seemed as if Berthold Lubetkin, with his firm of 
Tecton and its off-shoots, was a candidate (if not certainly in those days for the 
O.M.) at least for recognition as an immanent leader. But of the group of architects 
who first put England on the map of modern architecture in the 1930s, Lubetkin 
like all but Frederick Gibberd and Maxwell Fry has disappeared — though still 
alive — from the English architectural scene. Post-war conditions put the emphasis 
on the work of large anonymous offices rather than on the contribution of indi- 
viduals, nor has Frederick Gibberd’s responsibility for such large projects as Har- 
low New Town and the London Airport established for him a high personal repu- 
tation. It is, indeed, somewhat ironic that an architect so largely involved with 
non-monumental work should have won the competition for completing the Ca- 
tholic Cathedral in Liverpool and it is not alone the more historically-minded who 
are regretting the decision of the ecclesiastical authorities not to proceed with 
the carrying out, however slowly, of Lutyens” grandiose project. However that may 
be, work on the execution of Gibberd's design has barely begun, while the tremen- 
dous crypt of Lutyen's cathedral, serving as pro-cathedral, is there to suggest the 
megalomaniac grandeur, recalling the revolutionary projects of the late 18th 
century, of the monument that he had in mind up until his death to create, fully 
aware as he must have been that, in the way of most of the great cathedrals of the 
past, it would take several generations to bring his project to worthy completion. 
It is natural that national and even international attention has focussed on Coven- 
trv, already favorably known for the post-war redevelopment of its PETE 
center, a project still continuing, with considerable improvement over the car a 
sections completed, under the direction of Ling, the Coventry City architect, as has 
been noted already. Although Niemeyer is building a cathedral at Brasilia, a com- 
plete new cathedral is an unexpected production of the third dai si this century, 
even in a country that has scen three others initiated and partly uilt since 1900. 
But Spence, who owes so much to his initial success in the competition in VI DI 
has not received universal acclaim for his work. However much it must be empha- 


sized that today he should not be judged by this work alone, now that his total pro- 
duction has become so various, the situation a little resembles that of H.H. Richard- 
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s. Interior of Coventry Cathedral with the tapestty by 
Graham Sutherland on the east wall. 

6. The « bay-window » of the baptistery bv Piper. 

7. Exterior side wall. 

8. The ceiling is covered with a grill of wooden strips. 
9. Plan of the old and the new Cathedral. 


son in America in the late 19th century — Richardson work seemed to contemporaries 
to be epitomized in his Boston, Mass., Trinity Church of the mid-1870s, although 
in fact he only once again built another church and that a very modest one, while 
posterity ranks him rather for his achievement in quite other fields of building 
from houses and public vuildnigs to railway stations and large commercial buil- 
ia | i E 

But churches, even today, attract a disproportionate amount of specialist criticism, 
and the dearth of new churches of interest in Great Britain — Kidder Smith has said 
that there are more post-war churches of distinction in the Archdiocese of Cologne 
than in all the British Isles — has led both to much uninformed enthusiasm for Co- 
ventry Cathedral merely because it is a large new church, and also to many attacks 
on aesthetic, liturgical and even social grounds that are more notable for their acuity 
than their charity towards an architect whose religious intentions were certainly sin- 
cere, even if his approach often shows a lack of adeguate historical and liturgical know- 
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17-18. The two skyscrapers of the Cooperative Wholesale 
Insurance Company in Manchester. 


somewhat gratuitously to comment on Coventry «... There are many who mistake 
[liturgical] © rethinking” for an opportunity for architectural license. I could sav, 
too, that Coventry Cathedral (which has nothing to do with the Liturgical Mo- 
vement) has also had too great an influence with its emphasis on ‘ exciting effect. 
The apparent freedom of form granted by the Liturgical Movement, and the ‘ exci- 
tement ° ot Coventry, come together to produce ‘ the gaudy and more complex con- 
tainers” of which [some] complain ». 

\Vithin its own terms the liturgical criticism of the Coventry Cathedral is not readily 
answered, but the blame stet surely the client’s not the architect’s. As to the social con- 
tention that the funds accumulated from various sources, including notable Ger- 
man and even Swedish contributions, might much better have been devoted to some 
secular public purpose rather than to building an edifice serving a State church, 
whose membership includes no very large proportion of the city’s citizens, surely 
an architect (outside Communist countries at least) has a perfect moral and social 
right to build churches if he is commissioned to do so. Niemeyer, a Communist, has 
not hesitated to design churches and even a cathedral; and it is unlikely that Mies, 
Le Corbusier, Aalto, van der Brock & Bakema, all of whom have built important 
churches in the 1950s, are themselves as religiously inclined as Spence, not to speak 
of Unitarians such as Wright and Johnson who have built synagogues. But the real 
answer to the social criticism is that this cathedral project took on for a very consi- 
derable proportion of the city’s inhabitants the character of an all-city project, 
somewhat as one may suppose was true when cities vied with one another to build 
ever bigger and taller cathedrals in the Middle Ages. Moreover, the hordes of 
visitors that make it so difficult properly to see the cathedral are evidence of a po- 
pular appeal such as fooded Wright's Guggenheim Museum for several years after 
its opening in 1959. l 

It is, I fear, quite definitely this enormous popular appeal, extending from a sovereign 
who was pleased to grant the architect a most distinguished honor with the O.M. 
to the crowds who form, in the orderly British way, queues extending halfway to the 
main square of the city in order to move in a regular path, like New Yorkers viewing 
the Mona Lisa, up one side aisle, across the so-called Lady Chapel behind the altar, 
and down the other aisle on cither side of the roped-off sea of chairs flat blocks the 
nave even between the services for which they are required, that disturbs both the 
liturgical and the professional critics. To the deeply religious, in a country of Puri- 
tan background, the « excitement » of Coventry (as presumably of many great exam- 
ples of the church architecture of the past such as the abbey and pilgrimage chur- 
ches of 18th-century Germany) is likely to seem frivolous, and the wcealth of works 
of art, all in place from the first not gathered together over the centuries, « gaudy 
and complex » however much they might be willing to admire the works of such 
artists as Epstein, Piper and Sutherland in a more secular context. Nor are ta 
professional architectural critics in England without their Puritan prejudices a n 
It is, however, possible for architectural critics to be more specific in terms that 
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19. University of Southampton: east and west site plan. 
20. Birds° eyeview showing the complex of buildings of 
i Southampton. University. 
I 21-22. Two buildings of Southampton University. 
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are visual, and hence more apparent to everyone, than liturgical strictures. The ar- 
chitectural critic’ basic complaint is, I think, not that Coventry Cathedral is too 
«exciting » or that its « effects » are too « gaudy » but rather that it is, in a purely 
architectonic way, not exciting enough. Although the multiplicity of associated works 
of art take their place more satisfactorily in the architectural whole than one might 
judge from hearing them all enumerated with their varied media and authorship 
given in detail, Spence does seem to have counted too much on the enormous 
tapestry by Sutherland on the east wall (Fig. 5) and the vast « bay-window » of the 
baptistery by Piper (Fig. 6) as substitutes for the purer, or at least more strictly ar- 
chitectural, values of space-creation that the design of so large a structure calls for. 
The possible majesty of so broad and tall an interior (Fig. 5) seems to have been 
lost or frittered away in the conventional Anglican narrowing of the « East » end 
(Fig. 9), whether it be called chancel or Lady Chapel, and above all by the very deli- 
cate chancel or Lady Chapel, and above all by the very delicate pillars, miracles 
doubtless of 77 5/74 concrete construction, that appear to carry via a diamond grid of 
equally attenuated ribs nothing but the pierced acoustic grill of wooden strips over- 
head (Fig. 8) which in any case has not even provided the church with good acoustic 
conditions. 

It seems to me that one expects of a large and tall interior space, whether it be a 
Roman Pantheon, a Victorian Coal Exchange (Fig. 3), or a Stadium by Nervi, a cer- 
tain grandeur of spatial shape. That shape may be, and in cathedrals often has been, 
qui tecomplex; but in the greatest examples, whether mediaeval, Renaissance, or Ba- 
roque, that space has a coherent character (provided, that is, it is not the result of 
piece-meal construction over centuries as in many English cathedrals of the past) 
usually derived from, or at least symbolic of, a particular system of construction. 
Because of the great size of Spence’s interior as compared to that of most other 
churches of the period, it is difficult to make altogether fair comparisons. But one 
may mention such totally different treatments, both generally considered to be cftec- 
tive, as the irregular down-swinging concrete ceiling of Le Corbusier's plastically 
conceived N.D. du Haut at Ronchamp, designed a year before Coventry, and the 
broad, flat, slightly tilted concrete cciling, interrupted by a single rectangular sky- 
light, of his monastic « shoe-box » of a church Auto urette; o still sticking to 
examples in concrete, the structural material of Coventry, the parabolic vaults of 
Dominikus Béhm's 1926 church at Bischofsheim near Mainz and of Niemeyer's 1943 
Sao Francisco at Pampulha, on the one hand, enormously exciting in part, doubt- 
less, because of their subtle suggestion of mediacval vaulting, and on the other hand 
the cooler, more rationalistic segmental vault.of Perret's N.D. du Raincy ot 1923, 
the folded concrete of Breuer?s Nervi-influenced St. John°s Abbey, or the diagonally 
ribbed flat slab of Schwarz?'s Sankt Anna in Diiren, both works of the 1950°s 
and therefore strictly contemporary with Coventry. DE; 

Related to this basic complaint is another, perhaps more purist, criticism of the way 
the materials are handled. The canted slabs of the side walls (Fig. 7), a theme more 
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successful externally than internally, although presumably originally developed to 
throw light toward the altar, are of course of concrete. Not improperly they are 
cladded with the handsome mottled pink sandstone of the old cathedral with whose 
stark ruins the new cathedral is connected by a tail open porch (Fig. 10). But this 
sandstone is laid as if it were solid ashlar masonty (Fig. 7), with none of the textural 
interest, on the one hand, of Schwarz?s bearing walls of rockfaced random ashlar 
— also of pink sandstone — at Diiren and at Saarbriicken, so boldly and frankly 
juxtaposed to the raw concrete of the window-wall elements in a way that Richardson 
might have approved, nor the subtle enframement in concrete of the granite cladding 
of the sides of Breuer's Minnesota church. More acceptable because of its well- 
known plate-like character is the use of blue-green slate, in a remarkably happy 
chord of color with the pink sandstone, on the slim, manifestly concrete, elements 
ofsthe!two cage-like chapels®(Fios-tnt, 12:13). 

It would be possible to carry this discussion of Spence’s cathedral much further into 
detail, commenting on the curious choice of tapestry to cover a whole end wall, 
where mosaic might seem a more durable and more architectonic material (Fig. 5), 
or the superiority of Margaret Traherne’s narrow strips of G/asbefon in the Chapel 
of Unity (Fig. 14), the gift of Chancellor Adenauer, and the glass by the Swedish 
artist Einar Forselt, rather hidden away in a side aisle of the Lady Chapel— itself pro- 
perly lit by plain uncoloured slots — to the glass of the windows that fill the altar- 
slanted bays designed by stuedents of the Royal College of Art, so muddy in tone 
and illegible in symbolism, and even to Piper’s baptistery window (Fig. 6) (if one 
may compare windows so different in size and in architectural function). 

But after so much criticism of a negative order, it is proper to redress the balance 
with some words of more positive appreciation not merely of minor 7ro404///les such- 
as Miss Traherne glass or Ralph Beyer's splendid inscriptions on the solid sections 
of the nave walls (Fig. 15) but of the church us a whole. What Spence has produ- 
ced here, in association with his team of artists that included three of the most di- 
stinguished of the day in England, is a major Gesazzikunstverk of which the zoth- 
century can be proud. It is no modest avanzgarde essay, created under hampering eco- 
nomic conditions and admirable chiefly as a promise of things to come. If one must 
compare it unfavorably as a church and as a space-creation with the churches by 
Le Corbusier, Schwarz and others mentioned in earlier paragraphs, it is nonetheless 
a civic, indeed a national, monument which has appealed in a way that major archi- 
tectural worles of this century have rarely done, at least immediately after their 
completion, to a very wide public. In contrast to the visual penury, the conscious 
« hair-shirt » qualities of much English architecture fo the past decade, curious ex- 
pression as it has been of an age, even in England, of considerable afluence, this is 
a zoth-century building of assured sumptuousness, handsome in its materials, gor- 
geous In many of its accessories and, perhaps most significantly, happily symbolic 
in its broader significance of the all that the decision to leave the bombed ruins of the 
old cathedral and to build beside it a new one was meant to imply nationally and 
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28. The quadrangolar structure of the facade under con- 
struction of the College House. 

29. A common room fort students. 

30. The laboratories in the Science Block. 


even internationally (Fig. 9). Not inappropriately, since it was the Germans whose 
bombing destroyed the old cathedral and much of the rest of the city of Coventry, 
not alone the elderly Adenauer (though a Catholic) but also many very young Get- 
mans, with voluntary work of their own hands have contributed, chiefly in re- 
building the vestries, to its total realization. 

Unhappy as the very complicated roofing of the porch may be, the relationship of 
old and new, of ruin and new creation, is in the main highly successful (Fig. 10). 
There is no imitation, unless the use of the harmonious pink sandstone might be 
considered by béfor-brut purists to be such, but a true progression as one approaches 
the new cathedral through the ruins of the old and turns through the porch to the 
great west wall of glass engraved by John Hutton, beyond which at the far end 
— and it is admittedly an « exciting effect », almost as theatrical, indeed, as the quite 
different effects of the A.Q. Asam at Weltenburg and Rorsch — the big Christ of 
the Sutherland tapestry against the brilliant green (of a brilliance, thanks to the 
woollen material of the tapestry, no fresco nor even, possibly, mosaic could equal) 
of the whole end wall (Fig. 5). 

Beside the total work, from the enormous bronze St. Michael, spearing a singularly 
jolly devil, by Epstein on the exterior wall beside the porch (Fig. 7), to the iron grill 
in the form of a crown of thorns before the Chapel of Christ in Gethsemane desi- 
gned by Spence himself, there are a great number of elements of intrinsic interest, 
several of which have been noted already. Thus, for all of the lack of positive space- 
creation and frank structural expression, there is finally to be recognized here a total 
work, and a very large one, produced complete in an age the interest of whose ar- 
chitecture has too often been in inverse proportion to the size of the individual 
buildings and the public importance of the purposes they serve. I will not say this 
is as fine a church as Ronchamp or Sankt Anna; but can a modest pilgrimage shrine 
in the remote French countryside or a parish church in a minor German industrial 
town, for all the higher talent of Le Corbusier and Schwarz, be properly compared 
with a new cathedral that has so successfully expressed the aspirations and exceeded 
the hopes of the citizens of a large and historic city ? 

In the last decade in England this cathedral was designed and completed, another 
perhaps more « practical » one, Edward Maufe’s in « scraped » Gothic at Guildford 
carried nearly to completion (though with a notable lack of incidental art works of 
interest or quality) and a third, Gibberd’s Catholic one for Liverpool, begun. It is a 
surprising record, not always adequately appreciated. In the same period, DO 
for the first time in England the skyline of cities began to be broken, not as in the 
past by a few church towers, but by skyscrapers emulated from the New World. 
How manv have been built or are now under way it is not easy to say, more than a 
dozen certainly in London, several in Manchester, and probably others so far un- 
publicized or uncompleted in such large cities as Liverpool and fio 
lieu is as remote as it could well be from the realm of church-design whic still, È 
England, retains a last faint glow of the high prestige it had in the Victorian perto 
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even well after the death of Sir Ninian Comper and Goodhart Rendel, the last prac- 
titioners in the Victorian tradition. Oxford already has what, in the local scene, counts 
as a skyscrpaer, a Science Tower by Basil Ward, and Cambridge proposes one by 
Denis Lasdun. But skyscrapers in the main belong to the realm of the private entre- 
preneur, the property-developer, men who have become in England so active that 
Great Britain is not big enough for their ambitious, so that they own half the lar- 
gest new office building in New York, the Pan-American, just completed, and are 
building a 30-storey skyscraper in Boston, a project no Bostonian financial interests 
would think of undertaking! 

Not surprisingly the urban developers have in the main employed architects of small 
professional prestige, firms that are in fact almost anonymous, comparable to such 
New York bulk skyscraper-builders as Emery Roth or Sylvan Bien. However, from 
the first, what may be called « name » architects have also played a part in the rise 
of the London skyscraper, sometimes merely as consultants, as Gropius and Bellu- 
schi were brought in rather belatedly to lend respectability to the Pan American Buil- 
ding in New York, and sometimes with full responsibility. Indeed, if Sir Howard 
Robertson, a former President of the Royal Institute of British Architects may be 
considered a « name » architect, it is one of them who must receive the discredit 
— justly to be shared with the London County Council who were both ground- 
landlords and next door neighbors — for the worst skyscraper in London, the Shell 
Building on the South Bank, rising over a large part of an extensive cleared area with- 
in which development for public purposes, continuing the line of the Festival Hall, 
was to be expected. 

So it is perhaps not altogether surprising that of the first two slab-skyscrapers to rise 
in London one, Castrol House, a very close imitation of Lever House in New York, 
had Sir Hugh Casson as consultant, while the other, Thorn House, was the work of 
Spence. Both have had a rather good press in England, better certainly than they merit 
when considered in relation to the contemporary skvscrapers of Germany or Italy, 
not to speak of the United States or even South America, where post-war skyscraper 
building began a few years earlier than in Europe. Of the two, Spence’s is probably 
the better, despite its location in a very congested area of narrow streets where the 
construction of a tall building might more properly have been discouraged, and the 
lack of adequate urbanistic « payment », so to say, for height in the shape of open 
space around the base. There is a plaza, but it is a very small one; while the slab of 
Castrol House, even though it has no plaza, rises over a far smaller proportion of its 
site, like Lever House, and in any case stands beside a very broad arterv. 

Thorn House is an unexpected product of Sir Basil’s drawing board. Unlike the 
Cathedral, it offers no « exciting effects », unless the mere fact of its height be con- 
sidered exciting, as it doubtless was when it first rose, or the fact that the area of the 
small plaza at the base is increased by carrying it through, between tall p//o7is, under 
the slab. But on the whole it is very matter-of-fact, even brutal, in its detailing and its 
colouring: dark precast slabs on the solid ends, dark greenish spandrels, and exter- 
nally large and heavy lettering in the word « Thorn » near the top. It is, however, 
a Corbusian rather than Miesian slab, strongly directional like the Ministry of Edu- 
cation in Rio de Janeiro and the UNO Secretariat in New York. This, together with 
the severity of the design, has appealed professionally, as the cathedral does not, in a 
country which in the 1950 s invented the term, if not the mode, of «Brutalism », and 
one where Le Corbusier, perhaps Gropius, and now Aalto, have been the major sourc- 
es of aesthetic and doctrinal influence rather than Wright or Mies. 

English opinion on skyscrapers, particularly as they affect London, has lately been 
expressed ata high level in the report of the Royal Fine Art Commission. This isa 
distinguished advisory body that includes, among architects, Sir Basil Spence him- 
self, Sir William Holford, whose extensive redevelopment of the are north of St. 
Paul's Cathedral is not yet quite far enough advanced for profitable discussion but 
who, as a planner, has given the weightiest thought to these problems, and Sir 
Hugh Casson; among artists, Henry Moore and John Piper, and also the influential 
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31. A sketch plan of the College House. 


poet and architectural writer John Betjeman. It is somewhat disconcerting to an 
American, familiar since childhood with skyscrapers and the social and aesthetic pro- 
blems they create in cities, to find that among the new towers that have lately risen 
despite the official disapproval of this advisory body are two of the most interesting: 
New Zealand House, by Sir Robert Matthew & Johnson-Marshall, already discus- 
sed while in construction in an earlier « Column » here and now completed, and the 
Hilton Hotel by Sidney Kaye of Lewis Solomon, Kaye & Partners. The objection 
to New Zealand House is doubtless to its location among buildings of conventional 
six-storey height at the corner of the Haymarket and Pall Mall in a highly represen- 
tational area of London; for certainly this glazed tower, in the elegance of its propot- 
tions, the fineness of its materials, and the quality of its finish, is intrinsically one of 
the best post-war buildings in London, rivalled in these respects only by Denis 
Lasdun’s relatively modest block of luxury flats in St. James's Place. Indeed it was 
the decision, surely made for urbanistic reasons if not because of actual London 
County Council insistence, to provide a thicker podium, of the same height as the 
neighboring structures, brought out to the existing pavement line that somewhat 
vitiates the virtues above-mentioned. As a result he building is best appreciated, as 
is true of most skyscrapers, from a certain distance: in this case from Trafalgar 
Square looking along Pall Mall Fast or Cockspur Street. If one is to judge skyscra- 
pers in part by their relation to existing cityscapes — and particularly to those more 
monumental entities which are not likely to be completely rebuilt such as Tra- 
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falgar Square — it is clearly ‘Thorn House which is awkward when seen from a di- 
stance, and especially from the square, while New Zealand House is a visual asset. 
As to the Hilton Hotel, also just completed on a site beside Hyde Park in Park Lane, 
a major thoroughfare already loaded with two massive hotels of the pre-war period, 
Grosvenor House and the Dorchester, it would seem that urbanistic criticism wo- 
uld be disarmed by the openness of the setting, but for the fact that the English have 
liked to think of the great London park as a piece of rus é 4r0e and therefore resent 
anything on its perimeter which rises above the height of the trees. In its actual de- 
sien this building, the second fallest in London, I beheive, is more debatable. There 
is none of the severitv of Thorn House and not much of the elegance of New Zea- 
land House. But one may concede that the desire to get away from the plain rectan- 
cular slab, which has led to such varied new skyscraper-forms of the last few years 
on the Continent as the Torte Velasca and the Torre Pirelli in Milan and the more 
successful three-slab pattern of Thyssen Haus in Dusseldorf, is, in principle"at least, 
legitimate. Multiplication of plain slabs leads to deadly monotony, especially if they 
are all curtain-walled, as is evident in several American cities. The Y-shaped plan 
used here has the advantage of reducing the visual bulk of the tower as seen trom 
any of the three angles — one angle here is the most important, of course, that to- 
wards Park Lane and Hyde Park. But one may complain at the Hilton of a rather 
vulgar and superficial sceking for «exciting effects» in the various ways the broad 
side walls of the three branches of the Y and the narrow end at the Park Lane front 
are handled. Toward Park Lane, however, it seems to me, at least, that the generous 
bowed balconies, if less appropriate and less architectonically conceived than those 
of the Caribe Hilton in Puerto Rico or the Istanbul Hilton in Turkey, are justified 
by the fine views they afford of the park so that they need not to considered mere 
trivial echos of the tiers of balconies seen on so many of the older houses along 
Park Lane. But the long white strips between the windows on the sides, though doubt- 
less in the Sullivanian way symbolic of the main vertical lines of the internal skele- 
ton, are hardly given validity by their continuation as free-standing supports in front 
of the top-storey terraces, while the little balconettes at the inner angles of the Y 
and the vertical striping of the solid top of the structure tend to fritter away by their 
pettv scale the potential force ot a more severe statement of the very plastic shape 
ot the tower as a whole. Casson was a consultant on the Hilton, but only for some of 
the major interiors so far not entirely completed. i 

Betore leaving the subject ot English skyscrapers, one more should be mentioned: 
the Cooperative Wholesale Insurance Company pair in Manchester of which the se- 
cond and smaller is just now being completed (Fig. 17). The earlier and larger is the 
tallest in the British Isles, not in itself an architectural virtue. But the fact that the 
two were planned together on contiguous sites, with a lower concert hall between, 
isa virtue lacking in the London examples so far mentioned. Ultimatelv the Barbican 
and Paternoster projects in the City of London will provide rather large schemes of 
related towers of greater urbanistic scope and significance; but this relatively large 
project in Manchester has virtues, particularly in the design of the individual struc- 
tures, that such a rankly commercial project as the now nearly completed develop- 
ment ot the Stag Brewery site near Victoria Station in London notably lacks. Al- 
though the taller tower suffers somewhat from the very broad and high « podium » 
at the sides and rear, the main slab, well set back from the street, rises sheer and is 
cladded with perhaps the handsomest curtain-walling so far developed (Fig. 18). 
Here, more than in London, one senses a good deal of the mature competence in tall 
ottice-building design characteristic of the United States and already by this time of 
Germany. Responsibility for design lies more, it may be presumed, with the national 
firm of Sir John Burnet, Tate & Partners, and specifically Gordon Tate, who were 
associated than with the local Manchester architect, G. S. Ihtav. 

Continuing the English skyscraper story forward from Spence’s Thorn House 
— and there are many examples, good and bad, that I have not even touched on — 
has taken us a long way from Spence’s own story. Another field in which Spence 


has been notably active is university building. The British boom in ottice-building 
may be getting out of hand. The inability of the owners to find private tenants for 
State House, earlier mentioned in these « Columns », which has now been leased for 
Government offices, must suggest to Americans a sinister parallel with the Empire 
State Building in New York which stood long nearly empty after its completion, 
as the tallest building in the world, in the early 1930°2. There are many, MOorcover, 
who find the concentration of office-building in London socially and economically 
undesirable and, except for the Elephant and Castle development, largely by Erné 
Goldfinger, which might well have received more attention here but for the fact that 
like the Barbican and Paternoster developments in the City it is not yet far enough 
advanced to be very clearly comprehensible at the site itself, there has been little 
attempt even in London to force new development out of the most congested cen- 
tral areas — nothing like EUR outside Rome or the new Hamburg plan for City West. 
The boom in university-building on the other hand is the result of the population 
bulge. Moreover, the arrival of vast hordes of young people at university age has 
only just begun and yet is already statistically a frightening social problem. To quote 
from a current newspaper summary: « Only 800 extra places were made available in 
British universities last year [1962] compared with annual increases of 2350 and 2360 
in the two previous years. But the applications for entry showed their greatest an- 
nual increase ever ». 

« Between 1961 and 1962 admissions to universities, excluding Oxford and Cam- 
bridge, increased by 3%...; during the same period applications for admission rose 
by 24%... ». In a particular field, architecture and town-planning, applications have 
increased by 75%, but out of 1750 applications last year only 240 could be ad- 
mitted ». 

So far the architectural attempts to cope with this rising flood have taken two, or 
perhaps one should say, three forms — this is not the place to discuss the govern- 
mental and administrative aspects. The old universities, whose problems are com- 
plicated by the fact that they are not unitary entities but composed of groups of 
independent private colleges, have made modest additions toxtheit accomodations 
for housing students, stopping far short even of providing for all those already in 
attendance. Building on bits and pieces of land in among their old buildings of the 
last five or six centeries, their labors are pathetic in their statistical inadequacy and 
also, for the most part, equally pathetic in the impossibly restricted conditions that 
the architects have been given. Most architects of reputation have been offered such 
commissions and, such is the prestige, they have been glad to take them. 

It is not unfair to say that Spence’s contribution in this field, a small block of student 
suites at Queen's College, Cambridge, is his poorest work, even though the site One 
ditions were relatively generous compared to those under which what is probably 
the best of these minute increments of college accomodation, that at Brasenose Col- 
lege, Oxford, by Powell & Moya, had to contend with. Fortunately the success of 
that modest work has been generally recognized and has led to commissions for 
much more considerable additions to Christ Church College, Oxford, and also to 
St. John's College, Cambridge, for which a really adequate site has been acquired 
— curiously enough from Merton College, Oxford, which might be happy to have 
such unused property available for expansion in its own university city. 
For completely new colleges, such as Churchill at Cambridge GONE fe s at 
Oxford, rather ampler sites have been found, at Cambridge a notably ample one 
well out of the built-up area. Neither one 1s yet completed, so it So ORE 
to suggest that the architects, Richard Sheppard “SCI at o ni eo 
a competition in which bolder designs by younget Ci. | i ; s O 
Stirling & Gowan, achieved perhaps an excessive suecés d'estize, and the Da 


Jakobsen at Oxford, one of the very rare instances of the employement of a foreignet 


r = i : ci -war Britain (the rumor of 
of international standing to design a major work in post-wa ( 


last summer that Mies was to build a skyscrapet in the City of London has < been 
confirmed) have both succombed to some of the drearier new mid-century tradittons 
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2. High Marnham: buildings with power-plant. 

3. Blocks of flats in the Gorbals slum replacement pro- 
ject of the Glasgow City Corporation. 

34. The Trawsfynydd Nuclear Power Station in Wales. 


of English college architecture. St. Anne’s and St. Anthony”s at Oxford, neither yet 
begun and both by Killick & Howell, will doubtless show a more positive approach. 
Two relatively large additions to existing Cambridge colleges, built away from their 
parent bodies on more open sites, one by David Roberts for Clare and the other by 
Sir Leslie Martin for Caius, suffer less from the inhibitions induced by close proximity 
to existing buildings. The former is quiet'and competent, with no strongly stylistic 
bent; the second, very much influenced by Aalto, even to the use of much external strip- 
ping in varnished natural wood, is more illustrative of the strange mixture of pen- 
ury and luxury long characteristic of Oxford and Cambridge colleges. 


The handling of university, as distinguished from college, buildings at Oxford and 
Cambridge is somewhat less hide-bound; but the results have, so far, been hardly as 
successful. At Cambridge the current proposal to rebuild the accomodations for the 
rapidly expanding scientific departments on the old restricted site seem, definitely reac- 
tionary. The fault, of course, is not that of the commissioned architect Denis Las- 
dun whose tall tower, the only possible solution given the conditions, has been the 
subject of much rather pointless controversy. 


The expansion of other existing universities is proceeding at a more rapid pace 
and, in general, under much less hampering site conditions. But, as in America 
and, for that matter, at Oxford and Cambridge, the practice of assigning cach se- 
parate building to a different architect, with rather limited employment of those 
actually on the teaching staff of the particular university, has not led to much ho- 
mogeneity of character. Here Spence’s Science Building at Liverpool, a tall gla- 
zed office block with separate laboratories extending on either side of a low pro- 
iecting wing is certainly one of the more successful. It compares not unfavorably 
with the laboratories, still expanding, by van den Brock & Bakema at the Tech- 
nical University in Delft, although its inferiority in materials and execution to the 
new BASF laboratories at Ludwigshafen by Hentrich & Petschnigg reminds us 
how much more generous and intelligent patrons of architecture great industries 
are today than most universities. 

But everyone has come to realize that the higher educational needs of Great Bri- 
tain in the next decades — or even in the actual present — cannot possibly be 
satisfied merely by the expansion of existing universities and the academic up-grading 
of technical institutions and teachers’ colleges. Already several new universities 
have been founded and the commissioning of architects for several more has been 
announced well ahead of the possibility of actually beginning construction. Thus, 
at the best, educational and administrative planning can, from the first, profit from 
the planning experience of architects and, as in the case of the new complete DARA 
sity plant within the city ot Chicago for the University of Illinois in Sia y S ne 
Chicago office of Skidmore, Owings & Merrill, the advance paperwotrk of the e o 
cators and the drawing-board work of the architects can be closely co6rdinated. 


It is in this field that Sir Basil Spence has had perhaps his greatest opportunities. The 
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University of Southampton is not in fact a wholly new institution. But the pro- 
portion of the existing buildings (outlined in black in Figure 19) to those for which 
Sir Basil is responsible (those in black already built or under construction) reveal 
(as does the birds” eyeview, Figure 20) how completely the complex of buildings will 
be of his design, both in the innumerable separate structures and in the visual and 
conceptual organization of the total plant. Figures 21 and 22 give evidence of the 
unexpectedly Miesian character of Spence’s design here, rivalling in elegance of 
execution such a Miesian work in Ireland as Michael Scott’s Telefis Eire, but with 
dramatic possibilities on a rolling site denied to Mies on his flat campus at the Il- 
linois Institute of Technology in Chicago. 


But it is at Falmer in the country between Brighton and Lewes that Spence has had 
the freest hand and produced, in the several buildings so far completed, what is per- 
haps the most genial of his works. The site is a broad bowl of open land rising to 
low tree-crowned hills at the rear, and the building complex is set well back from the 
main Brighton-Lewes road. The general layout, with the main road just off the 
plan to the left, is seen in an carly stage of its designing in Figure 25, while the 
character of the site can be appreciated in Figure 23, which shows the College House 
(the quadrangle at the upper left in the Figure 25), the first unit to be built, while in 
construction. 


If the vocabulary of Southampton is somewhat Miesian, that of Sussex is even more 
definitely late Corbusian, for Sir Basil has stolen a march here on the younger English 
«Brutalists». Where they were content to echo the cruditie sof the Jaoul houses in Neuil- 
ly, he saw the possibilities of the similar and more monumental house at Ahemedabad 
and the Sainte-Baume projects. Happy in his choice and use of materials, a 
fine somewhat rough pinky-red Sussex brick instead of the dark brownish_ — 
practically « pre-grimed » — bricks favored by younger and more doctrinaire En- 
glish architects in university and institutional work, and défor bruti, not so rough as 
to constitute bad workmanship like that at La Tourette, but showing the texture of 
the boards of the shuttering, a texture which is remarkably harmonious with that of 
the bricks. One may query the white paint of the window-sash, especially where that 
is thick and complex, but this is a minor point; at a later date it could easily be re- 
painted a less strident tone of grey. After the pleasant colours and textures — or 
in photographs such as Figures 24-27, all of College House, and especially Figure 28 
of the same quadrangular structure in construction, first of all — one notices the 
remarkable consistency and variety in the combination of vertical skeletal elements 
and segmental vaults at the top and for the intervening floors. Moreover, as these 
same figures illustrate, not all the compartments of the three-dimensional grid are, 
in the finished building, walled up to the bottom of the horizontal elements with ‘brick; 
indeed, almost all of the cells in the ground storey are left open and some of those 
in the first and second storeys as well. The result is a remarkable kind of articulated 
spatial composition recalling some of the housing projects of Ledoux and also, of 
course, Le Corbusier’s enframed roof-terraces of the 1920°s. 


College House serves — and this was important from the very first in a university 
which opened with 400 students and no residence accomodations, though there will 
later be provision for 3000 — a variety of social purposes, with common rooms for 
students and faculty, dining hall, debating chamber, meeting rooms, etc., as the plans 
in Figure 31 make plain. LR 

The totality of such a large scheme, whose execution will extend over several more 
years — one assumes that the pressure of students waiting to enter the university 
will serve to speed up the progress of construction, and it was encouraging in En- 
gland, where building tends to proceed at a very leisurely pace, to find men workin 
overtime on Sunday on the fitting up of the laboratories in the Science Block (Fig 
30) — cannot yet be judged or appreciated. But certainly the over-all plan is plausi- 
ble in relation to the site and in relation to the professional needs of an institution 
set up, like Brandeis University some few years ago in America, with the aim of achie- 


ving high academic status and also of introducing many modifications of traditional 
English university practices. This, rather than his almost over-publicized cathe- 
dral, bids fair to be Sir Basil’s finest work. 

Turning from the monumental and the representational, there is not so much to 
say about Spence’s more severely practical commissions. The Trawsfynydd Nuclear 
Power Station in Wales (fig. 34), on which he was consulting architect, is one of a 
number of new power stations commissioned by the Central Electricity Generating 
Board which were shown this winter in an exhibition, « The Architecture of Power », 
at the Royal Institute of British Architects to illustrate the care and the professional 
attention, not only from architects but from landscape architects, that are now being 
given to these gigantic, and to many English critics, unforgiveable, man-made in- 
trusions in the British landscape. A foreigner, recalling the grandeur of the enormous 
Butte, Montana, copper-smelter chimney against the Rocky Mountains, may be for- 
given perhaps for seeing some similarly dramatic confrontation here between a vast 
industrial object and its mountain setting. Remembering, moreover, how after a 
century the canal works and railroad bridges of Great Britain have come to be ac- 
cepted as appropriate ingredients of the landscape, one may foresee that someday the 
English will similarly accept the diabolos-haped cooling-towers which are the most 
conspicuous elements of their coal-fuelled power plants. Doubtless the future will 
see more plants like Sir Basil’s; but it may be well, in contrast, to show a more cha- 
racteristic British example at High Marnhan in England (architects: Clifford Tee & 
Gale; landscape architects: L. Milner White and Derek Lovejoy), where the fine ef- 
fect ot a cluster of these objects in contrast to the rectangular shapes and tall slim 
chimneys of the actual power-plant in a somewhat featureless piece of not uncharac- 
teristic English landscape can be well appreciated (Fig. 32). I 
Although talk of prefabrication and other methods of industrialization of the buil- 
ding industry was common immediately after the war nearly twenty years ago, only 
very lately has anything serious been done about it. Here, it is perhaps somewhat 
surprising to find Sir Basil a true pioneer — for Britain at any rate. For his blocks 
of flats in the Gorbals slum replacement project of the Glasgow City Corporation 
Spence, in association with the distinguished Danish-born engineer Ore Arop, 
(without whose collaboration no notable work seems even to proceed in Great 
Britain) has successfully employed methods already in use in Eastern Europe, and 
even in conservative France, for flat-building. Into an 7 sif4 concrete frame — here 
rather overdramatized as regards its bent and tapered vertical components — are 
set whole sides of single flats that have been precast — in this case some distance 
away in Edinburgh — and brought to the site in lorries. The London County Coun- 
cil has just announced its intention of using a similar method for a new housing estate 
outside London at Woolwich. Figure 33 shows a block of Spence’s flats in construc- 
tion, with two of the large pre-cast elements, complete with sash, already installed. 
In this morning?s Guardian newspaper an English engineer and an English economist 
writing from New York in a mood depressed by current conditions in their home- 
land, now recovering from a winter of disastrous weather but not so evidently from 
other difficulties economic and social stated: «A mildly paramoiac passivity prevails 
and is only disturbed by sheer catastrophe ». This highly selective account of the 
current British architectural scene, centered on the work of Sir Basil Spence, who 
represents more completely perhaps than any other single architect what is currently 
called the « Establishment » — the powers of all sorts, political, economic, and not 
least cultural, that dominate contemporary England, as some group, overtly ot cover- 
tly, has always dominated from the mediaeval Catholic Church to the present 
Marxist «church » in Communist countries — should indicate that in architecture 
at least, not everything nor everybody is passive or paranoid, DI SI 
so that in fact positive action has been quite possible on many fronts, rom Hi aedral- 
building to housing nuclear power-statlons, well ahead of sheer catastrophe. 
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I. Central Business District, Baltimore. 

2. Los Angeles. 

3. Ice Hockey Rink, Yale University, New Haven. 
4. Inner Expressway, Baltimore. 

5. Expressway, Baltimore. 

6. New Housing Development, Baltimore. 


These photographs are of towns and 
cities from outside and inside, from 
far and very near, of people and the 
things they use. They are selected im- 
pressions grouped together to suggest 
themes and contrasts: visual thoughts 
about towns and cities in America and 
Italy. 

We must accept that our visual expe- 
rience is of such a continuing complex- 
ity and richness that no instrument 
can record it. It is made up of memories 
and preoccupations, of a complex of 
references that can never be totally 
defined or fixed. But the camera selects 
one visual instance and if the image 
is to be effective, it must symbolise all 
the facts that cannot be recorded. It is 
therefore part subjective (a decision 
about what quality is to be symbolised), 
part selective (a choice of what frag- 
ment best sums up what needs to be said 
about the whole). And by selecting a 
moment of time, the camera can arrest 
the continuing life of a situation. 

A photograph of a human being’s feet 
can be more poignant a statement about 
him than a full length portrait, a frag- 
ment of marble can distil Rome, a reflec- 
tion in a shop window, New York; and 
shadows in a ruin can write the biogra- 
phy of a house, a chandelier of laundry 
in a street, the accidental calligraphy of 
a community. 

These photographs then, are meant to 


catch the breath on the mirror — the 
fleeting evidence of. the essential life 
and character — of towns and cities. 


Distance is magic. From inside the city 
is too weighted, too palpabie. It ob- 
trudes on the city dweller. Distance li- 
berates the mind, allowing it the plea- 


Julian Beinart 
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sure of recognising the city’s pattern 
and geometry. 

Seen from above, the sprawling Ame- 
rican city shows its useless spread, the 
repetition of rectangle and cube in end- 
less agglomeration. The grid has no in- 
ner discipline to prevent it from mul- 
tiplying in all directions; the cube none 
that restricts it from extending by addi- 
tion. The citv is a sum of endlessness, 
before, behind, to the left and to the 
right (2). When the city changes, rec- 
tangles of decay become parking lots, 
refilled with cubes, the small cubes of 
cars (1); and when an irregularity is per- 
mitted, it must be surrounded by space 
to take more cubes, more cars (3). 


In both cases the grid remains, a net 
held fast over the life of the city. Too 
monotonous for pedestrian living, it is 
too cumbersome for the long lines of 
mechanical movement. When the solu- 
tion is attempted of taking a new line 
into the air, dropping channels from it to 
fedd its traffic into the city, the line be- 
comes a wall (4). Only out in the coun- 
try can it find its own organic intelli- 
gence, freely passing over and under, 
through and above, where it must (5). 
The line is the modern impulse of mo- 
vement and growth, and developments 
sprout on a line, which like the trunk of a 
tree, predicates the branches and twigs 
without dictating their shape, circum- 
scribes the present but leaves possibili- 
ties for something else in the future (6). 
Distance: if the intelligence needs ver- 
ticality to grasp the nature of the hori- 
zontal city, it needs horizontal distance 
to comprehend the nature of the city 
of towers. 

New York and San Gemignano are con- 
jugations of restriction. Water in New 
York, the need for defence in San Ge- 
mignano, contain the city, squeezing 
its material upward, daring disobedience 
of the traditional spread outward. But 
where San Gemignano is a fossil, New 
York is the only urban device of this 
century offering a metre for the poetry 
of our living (12). By piercing the sky 
above the city, it halts the ennui of 
endlessness that enervates the grid city. 
Towers state the city life (13). Their en- 
thusiasm, theit magical modulation of 
heights of space, layers of living, the 
multiplication of vantage points from 
which to view human activity, are the 
essence of our time, part technical skill, 
part conjuring trick (7,8,9). 

In San Gemignano the towers are auda- 
cious, but absurd (6). Enough to punc- 
tuate the space above the city, they em- 
phasise the indifference of the city to 
the use of that space (11). The punctua- 
tion of New Yorks skyline is a new 
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. View from R.C.A. building, New York. 

. Wall Street, New Yotk. 

. Empire State Building, New York. 

. Street in San Gemignano. 

. Silhouette, San Gemignano. 

. New York from across the Hudson River. 
. Detail of silhouette, New Yotk. 

. Assisi seen from Perugia. 

. Hilltown near Spoleto. 

. Cathedral, Siena. 

. Detail of hilltown near L'Aquila. 

IS. 


Detail of Positano. 


19-20. Details of Siena. 
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articulation, a jazz rhythm for today, a 
collective improvisation on mass and 
space. 

Distance: to understand the horizontal 
city, it must be seen from above ica 
contrived viewpoint. The success of 
New York is that it is intelligible from 
the distance along its natural approach, 
the surrounding water. 

The Italian hill town shares this intelli- 
gibility from a distance and, naturally, 
from below. It grows either along the 
contours of a hillside as a lineartown(14) 
or from above, spreading in concentric 
lavers downward along natural paths ot 
communication which zig-zag up the 
hill (15). The effect is of a single mass of 
texture from base to apex, from edge to 
climax (17,18). From outside there is no 
evidence of a circulation system (19) and 
only streets that run up the hill show 
themselves with broken lines of step- 
ped roofs (20). There are no simple lines 
for roads, blocks for buildings: every- 
thing is fused, the town is a building 
itself. 

But it is not the megalomaniac insanity 
of a Pyramid. Inside the mass there 
are small holes (windows, doors, street 
entrances) and large holes (piazze). The 
small holes fret the mass, the large ho- 
les, invisible from outside, are never- 
theless signposted by campanile. The 
holes and towers are insignia of viabi- 
lity, negative and positive co-images 
(vertical spaces in mass, vertical masses 
in space) and are summed up at the hill’s 
apex by the most important structure, 
itself fretted with holes, relieved by ver- 
tical masses, lavered by decorative bands 
of stone (16). 

If distance reveals the form of the town, 
from inside it is space that gives it 
meaning, space made coherent by the 
shaping of the masses which define space 
and contain it. 

The Piazza del Comune in Assisi is 
such an architectural space. The central 
platform of the town, it is sixtv metres 
below the highest, Rocca Maggiore, 
sixty metres above the lowest, San 
Pietro. It is a long space, the crossing of 
two major streets that run along the 
contours of the hill and feed people 
into the piazza (25). 

Although today motorcars cross and 
park in the piazza, it is essentiallv a 
space for human beings, scaled to them 
and their movements (21). They cross it 
as thev go about their business in the 
town, they stand about in it, in large and 
in small groups, for idle discussions or 
Important occasions. It is rarely empty, 
but when it is, is « peopled » because 
its nature is so clearly a space for a 
variety of human activities. It is intimate 
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zi. Piazza del Comune, Assisi: view from tower, 11 a.m. 
22. Piazza del Comune, Assisi: mail delivery, 8 a.m. 
23-24. Piazza del Comune, Assisi: gathering for funeral, 
i 3 p.m. Sunday. 

25. Piazza del Comune, Assisi: pedestrian flow diagram, 


II a.m. 

26. Piazza del Comune, Assisi: pigeons and people. 

27. Piazza del Comune, Assisi: pigeons in Roman Temple 
of Minerva. 


enough for three people collecting their 
mail not to be overwhelmed (22), large 
enough for crowds (23,24). It is framed 
to perform many functions: by arcades 
where people drink coffee and stroll and 
gossip, by windows which become 
grandstands, by broken surfaces where 
i smaller inhabitants of the piazza, pi- 
geons, live (26,27). Naturally evolving as 
the town evolved, it continues to be 
vital to the community life. 


Inside the pedestrian town the street 
acquires its own character and modus 
vivendi: it is the sum of various pos- 
sibilities, the gesture made by the towns 
personality. 


The pedestrian street is a way of slow 
movement. Progress along it is better 
when it SINO, a sequence of expe- 


rience along a street, not a covering of 


distance between two points. It can re- 
mind the pedestrian of his town’s 
walls (28), of the openness and open 
places of his town (29), of space outside 
the. town.(30). But It imevertcessestto 
console him .that he is in his town. 
The streetrean'be'atchitectute da pace 
shaped for walking. It may be lit from 
the side, spaces of light ‘and air that 
match with the pedestrian (31); a wider 


than usual passage, with the privacy of 


a personal thought (32); or a gallery 
with walls three stories high, full of 
fancy and wit, populated with people, 
shops, the: frivolity of living, objets 
pour s'amuser (33). 


The street ofters its town to the pede- 
strian, narrating its private life and hi- 
storv. It dim up a slope on one side, 
flanked by the propriety of a continuous 
wall, on its other side bordered by hou- 
ses, each of which turns its blank side 
to the street, its entrance no more than 
a glance at the street from the corner of 
the eyes (34). The cobbled street utters 
an exclamation of fanned stone steps 
producing the church like a designed 
surprise (35). It hesitates long enough 
to bulge into a courtyard, part public, 
part private breathing space for the hou- 
ses around (36), ot it bursts into a song of 
open space, angled houses, three steps, 
five steps, 2 dozen, crazy, integrated, 
patterned as a local dance (37). 


28-29. Streets, Gubbio. 

30. Streets, Positano. 

31. Arcade, Venice. 

32. Ramped arcade. 

33. Galleria, Milan. 

34. Street, Artena. 

35. Church steps, Artena. 

36. Entrance to group of houses, Artena. 
37. Communal court, Artena, 


38. Land near Perugia. 
39. Assisi and valicy. 
o. Terrace land. 

I. Roofs, Gubbio. 

2. Roof tiles, Florence. 

43-44. Brick walls, Mantova. 

45. Socony-Mobil building, New York. 

46. Escape staircases on back of office building, Baltimore. 
47. Corner of buiding, Baltimore. 


Does the land dream the city, or 
the city, the land? Looking over the 
town, the landscape is a larger drawing 
ot the roofs, the vinevards a magnifi- 
cation of Tuscan tiles. Present offspring 
of centuries of cross breeding, they 
bear their common features and the tex- 
ture of their skin like sons, legitimate 
and bastard, of a fertile stock (38,39,40, 
41,42) The city’s walls have skins as well. 
In the Italian town, the architectural 
idiom of blank gaze and secret aperture 
affirms the structure of the town it- 
self, windows and embrasures like 
streets (43,44). 


The modern city chooses not to reveal 
itself. Like a well-bred tart, it offers a 
respectability of facclessness (45). But its 
secrets lie on the walls behind (46), a 
careless rhythm of dishevellment, a 
gaudy self-advertisement that declares 
what the building is and what is its 
business (47). 
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Parts of a city die, acting as temporary 
monuments to its history, a biography 
of its secret personal life in colour and 
defunct structure (48,49). Nature and man 
conspire to cover up the ruins, sad 
memento mori. À tower grows moss 
like a shaggy Cyc clops (50), walls sprout 
acluertisements which become meanin- 
gless except as skin (51), become sym- 
bols s(52), become ERE Rn animents 
to processions s(54), perhaps paranoic sur- 
faces which cancel themselves out and 
become a total of shaky sanity; or the 
walls acquire a surface of mvsterious 
signs and omens(53), handprints afid 
graffiti of a recent ancestrv, not vet deci- 
phered bv a new Ch ampollion. 


Redevelopment area, Philadelphia. 
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The enigma of the modern city is the 
enigma of glass revealing what is before 
the spectator reflecting what is behind, 
a subtle illusion that conjures insubstan- 
tiality from density and weight. Glass 
returns the season, the polychrome ot 
the hot days (55), the monochrome of 
cold (56). The city dweller is forced to 
accept as normal the disturbing magic 
of overlapping scenes in a shop win- 
dow (57). And at night, glass reflects back 
the movement of regular changes of 
lights (58), extracting further strangeness 
from their complexity and the banality 
of their messages. The modern city 
dweller can stand still and light will crea- 
te the city?s movement for him. 

In the old town, light has its bizarreries 
too, a magic more prosaic, an affair of 
black and white markings on an animals 
skin: underneath the shift of light and 
shadow the town continues, a muscula- 
ture of stone and air, house and street, 
piazza and palazzo (59,60,61). The inhabi- 
tant of the old town must move if the 
town?s varietv is to show itself, must 
be beckoned to the light, must climb 
the steps toward the eye of light which 


Pi E EE ACROSS A 
expands to become the piazza (62,63 


56. Reflections in wall of Yale University Art Gallety, 


New Haven, \Vinter and Autumn. 


. Triple reflections, sth Avenue, New York (Manufac- 


turers Trust Co., Olivetti, Takashimaya). 


°. Nignt reflections in shopwindow, Times Sqeare, New 


York. 


59. Shop window, Orvieto. 

. Street, Chianciano. 

. Street, Siena. 

. Entrance to Piazza del Comune, Assisi. 

. Same entrance just before entering the Piazza. 


The modern city is clothed by light: the 
old town lies in light like a sea ruin 
around which the de hourly ebbs and 
flows. 
The totality of a city’s life is not only 
to be grasped at a distance, or from in- 
side; bv its monuments or its ruins; by 
sa glitter or the sobriety of light upon 
As with other organisms, the kernel 
D its nature, Its existence in time, 
shows in its surprises, performed Once, 
never repeated, the revealing gestures of 
a city. 
A truck’s coloured side seen through a 
tunnel of stone, like a wink from a 
judge (64); the buckling of wall (and 
light) on a sleek glass and aluminium 
New York building, as reassuring as a 
fat woman's laughter (65); a wall with a 
balustrade of people (chimneypots) as 
if the statues on St. Peter's parapet were 
to turn their heads and stare at the 
crowds below (66); the casual festivity 
of washing in a street, nonchalant as a 
private celebration (67,68,69). 
And finally, the city — the vast citv, 
with its quanno and languors, its noble 
gravities and its nose- picking squalors de 
hides nothing from its citizens. The signs 
are there to see and the microcosm 
(70,71)is as descriptive as the macrocosm 
(first page). The plaster religious ob- 
jects in the New York street, the piled 
up plastic rubbish of modern industry 
in the piazza in Assisi, are not accidents: 
they are annotations to the city’s life, 
blemishes and scars on its skin. Rightly 
read, they enforce the city’s totality, 
confirming that the breath that clouds 


the mirror is the breath of life. 
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. Truck parked behind alley, Gubbio. 
. Facade of office building, New York. 


Crowd at Festival of St. Francis, Assisi. 


. Screen of laundry, Artena. 
. Laundry link between two houses, Venice. 
. Chandelier of laundry, Venice. 


Shopwindow on Brodway, New York. 


. Saturday market stall, Assisi. 


Wenn man nach ungefihr einem Jahr- 
zehnten einen kurzen Blick nach Schwe- 
den, Finnland und Danemark wirft, so 
ist es vielleicht weniger die Architektur 
selbst als die ausserordentliche Gross- 
zigigkeit des Planens und Ausfihrens, 
die auffallt. Dieses Planen erfolgt nicht 
nach dem Massstab des Reichtums, iber 
den sie verfiigen. Finnland, das durch 
zwei Kriege finanziell nahezu zum Weiss- 
bluten gebracht wurde, ist darin nicht 
weniger kilhn als Schweden, das alle 
Vorteile einer exportgesegneten Neutra- 
litàt  genoss.  Voraussetzung fir das 
nordische Planen ist die Bodenpolitik 
des Staates: zur richtigen Zeit gentùgend 
lLandzuterwetbenym'eine kleinteilige 
Zerstickelung zu ‘verhindern. Die De- 
mokratie wird nicht so verstanden, dass 
eine weitsichtige Planung so lange zer- 
tedet wird, bis zum Schaden der ’Allge- 
meinheit nichts davon ubrig bleibt als ein 
wertloses Stiickwerk. Wenn Stockholm 
zum Beispiel beschliesst, cinen neuen 
Votort zu griinden, so geschieht das auf 
direktem Weg zwischen Regierung und 
Bauamt. Gewiss ist das mit Gefahren 
verbunden, denn alles hingt davon ab, 
welches Geistes Kind die Beschlussfas- 
senden sind. 


Schwedische grossplanningen 


Von den Nordstaaten ist Schweden der 


am herbsten sozialisierte. Stockholm 
hat im weiten Umkreis genigend Bau- 
land rechtzeitig erworben; nicht zuletzt 
durch die Initiative des stillen Sven 
Markelius, des letzthin zuriickgetrete- 
nen Stadtbaudirektors und langjaàhrigen 
schwedischen Delegierten der CIAM 
(Internationaler  Kongress  fir neues 
Bauen). 


Der Plan von Gross-Stockholm ist eine 
Widerspiegelung seiner natirlichen Si- 
tuation: iberall im Sund sind kleine 
Inselchen verteilt. Wie andere Gross- 
studte hat auch Stockholm einen massi- 
ven Stadtkern. Die Verdoppelung der 
Einwohnerzahl seit 1918 vollzog sich 
hauptsàichlich in neuerrichteten Voror- 
ten. Das Typische an ihnen ist, dass sie 
nicht zusammenwachsen und selbstàn- 
dige Elemente bleiben, genau wie die 
Inseln im Sund. Jeder Votort ist um ein 
Zentrum angelegt. Allerdings wurden 
diese Zentren erst in den letzten Jah- 
ren wirklich ausgebaut. Die Stadt gibt 
den erworbenen Boden nicht aus dr, 
Hand, das heisst sie verkauft ihn nicht, 
sie verpachtet ihn nur — wie um 1800 
die Herzòge von Bedford den Bloom- 
sbury-Distrikt in London. 


Die verschiedenen Stadtpartikel werden 
nicht zufallig oder gar durch Spekulan- 
ten angelegt, sondern nach gesammelten 
Erfahrungen. Eine Untergrundbahn — 


S. Giedion 


Blick auf die Nordische Architektur 


die Schweden haben dafir den plasti- 
scheren Ausdruck: Tunnelbahn — kann 
nur 200 000 Menschen transporttieren, 
die ihr entlang wohnen. Wenn diese 
Anzahl erreicht ist, wird in anderer 
Richtung eine neue Linie angelegt, um 
die sich neue Siedlungen Kristallisieren. 
Die Kontrolle des Staates greift tief in 
den Wohnungsbau. Wohnungen bis zu 
130 Quadratmetern (ungefihr 5 Zim- 
mer) werden staatlich  subventioniert, 
um verniinftige Mietpreise zu erzie- 
len. Die Wohnungen werden den Mie- 
tern in der Reihe ici Anmeldung zu- 
geteilt, so dass in den hohen ne 
dna Leute aus verschiedenen Ge- 
sellschaftsschichten wohnen. Die Mei- 
nungen iber diese Massnahmen sind 
geteilt. Einige sagen, das Experiment 
sei geglickt; SA wieder finden, dass 
bei dieser Vermengung niemand sich 
wirklich olliahie® 


Vallingby 

Viallingby (seit 1952) -— ungefàht 15 
Kilometer vom Zentrum Stockhoms 
gelegen — ist bei weitem der bekann- 
teste. Vorort. Vallingby war ein wichti- 
ges Experiment fir die gemcinsame 
Planung von Untergrundbahn u nd Platz. 
Die Koordination ven Massentransport- 
mittel und Siedlung wird immer wich- 
tiger. Man kann nicht sagen, dass die- 


1. Die verkehrsfreie Ladenstrasse von Hétorget, dem 
neuen Zentrum im Herzen von Stockholm, 1956-1963. 
Versuch, durch verschiedene Niveaus und Einfiigung von 
Restaurants und éGffentlichen Anlagen die sonst ausser 
der Arbeitszeit ausgestorbenen Geschàftshauser in das Le- 
ben cinzubeziehen. 

2. Hòtorget, neues Zentrum von Stockholm mit den Ge- 
schàftshAusern, umspiilt von Verkehrsadern. 


ses Zentrum in architektonischer Be- 
ziehung wirklich gegliickt ist. Noch ist 
der Oberflichenverkehr nicht radikal 
vom Fussgangerbereich getrennt. Die 
Platzwinde sind weder bewusst auf- 
gelockert noch in einheitlichen Fronten 
durchgebildet. So sind sie buntscheckig 
geworden wie eine amerikanische Main- 
street. Beim Zentrum von Farsta (seit 
1956), cinem der neuen sidéstlichen 
Vororte von Stockholm, hat man von 
dem Versuch in Viillingby gelernt und 
die Platzflache von Anfang an vom 
Verkehr befreit. Ungestòrt kònnen die 
schwedischen Kinder in dem grossen, 
kreisrunden Planschbecken baden. Lei- 
der fehlt auch hier die straff zusammen- 
fassende architektonische Hand. So hat 
ein mehrst6ckiger «5 and Io cent 
store »-Bau eine ‘perforierte Fassade 4 la 
Edgar Stone sich direkt aus Amerika 
kommen lassen. Als man den Versuch 
machte, die gleiche Fassade auch im 
Stadtinnern zu verwenden, ist Stock- 
holm glicklicherweise dagegen Sturm 
gelaufen. 

Es ist ein grosser Vorteil fiir die Be- 
bauung der oe: Vororte, dass 
der bali iberall Nile et 
aufweist; die lichte Bewaldung und die, 
durch Gletscherschlifi, glatten Granit- 
felsen ergeben eine natiirliche Vielfalt. 


In diese Landschaft werden nun mit 
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3-4. Kirche im Stockholmer Vorort Bjòrkhagen 
von Sigurd Leverentz, 1960, Seitenfront. Kirchen 
sind heute vielfach ein Tummelplatz fur supe- 
rindividualistische Spielereien geworden, auch 
in Schweden. Hier spùrt man eine entschiedene 
Abkeher von der schwedischen Heimeligkceit. 

5. Im Garten der Kirche sind Beschàftigungen fr 
die Kinder vorgesehen. Vor der Front ein Plan- 
schbecken. Der bienenkorbaàhnliche Banenthiilt 
eine Feuerstelle. 

6. Viillingby, der seit 1952 im Bau befindliche Vo- 
rort von Stockholm, ist trotz gemeinsamer Pla- 
nung nicht konsequent gelòst. Sympathischer als 
sein Zentrum und seine PunkthAuser sind die klei- 
nen Siedlungseinheiten am Rand, wie die hufei- 
seinfòrmig angeordneten Reihenhauser von Ra- 
gnar Uppmann, 1958. Hier der gemeinsame Ein- 
gang zu zwei Einzelhausern. 

7. Gesamtansicht der Kiinstlersiedlung von Ra- 
gnart Uppmann. 

8. Terrassenf6rmig angeordnete Hauser in Val 
lingby. 

o. Zentrum von Vallingby mit Planschbecken. 

1o. Fatsta, ein neuer Stockholmer Vorott. Hier 
das Planschbecken fiir Kinder in der Mitte des 
Zentrums. Véllige Fussgingeranlage. Atchitek- 
tonisch jedoch chaotisch. 

11, Tapiola, Zenttum von Atne Etvi, 1961. Im 
Unterschied zu den oben gezeigten schwedischen 


Zentren ist die leicht erhòhte Anlage von Tapiola 
ruhig und cinheitlich. 


besonderer Vorliebe die hohen' Punk- 
thauser gesetzt, die es immer schwer 
haben werden, eine plastische Beziehung 
unter sich und kombiniert mit SCE 
Bauten zu erzielen. Fs ist begriissens- 
wert, dass die jingere schwedische Ge- 
neration sich gegen diese schwedische 
Erfindung auflehnt. In Vallingby sieht 
man zum Beispiel eine ganze Reihe die- 
ser Punkthauser in dominierender Lage 
nebeneinanderstehen. Trotzdem wgirkt 
jeder Kòrper, jedes Turmhaus isoliert. 
Wandert man durch Vallingby, so trifft 
man auf die verschiedenartigsten Typen, 
wie mehrstòckige, terrassenf&rmig an- 
geordnete Bauten "a auch Reihenhàu- 
ser. Besonders gegliickt sind 24 ome- 
gaahnlich angeordnete Reihenhàuser von 
Ragnar Uppmann (1958) mit vier bis 
sechs Zimmen, die in sch6nster Weise 
ein wohltuendes Mass von Gemein- 
samkeit und Isolierung verbinden. 


Neuschafung des Stadtzentrums von Stock- 
bolm 


Unzweifelhaft ist das neue Zentrum 
von Stockholm die wagemutigste stàd- 
tebauliche Unternehmung Europas. Im 
dichtbevòlkerten Sad wurde ein 
Strassengewirr init vielfach minderwer- 
tigen Wohnhausern radikal entfernt, 
um an seiner Stelle — wie die Schwe- 
den das ausdriicken — «der Stadt ein 
neues Herz zu geben », das Stadtzen- 
trum Hétorget. Die Planung dafiir 
machte das Stadtbauamt unter Sven 
Markelius. 

1956 begann die Arbeit. Im Sommer 
1962 stehen die fiinf scheibenfòrmigen 
Hochhauser, die den Kern der Anlage 
bilden. Der Typ des Scheibenhochhau- 
ses wurde in der Bauhauszeit von Wal- 
ter Gropius und Marcel Breuer entwic- 
kelt. Heute stehen sie bekanntlich ùbe- 
rall. Fiinf Scheiben hintereinander sind 
also an sich nichts Besonderes. 

Worin liegt das Neue dieser Planung ? 
Es ist der Fluch moderner Geschfftsvier- 
tel, dass sie ausser den Arbeitsstunden 
vallig ausgestorben sind. Im Hòtorget 
wird versucht, diesem Uebel so weit 
als mbglich abzuhelfen. Die Schweden 
sind auch in Furopa die frihesten, die 
mit verschiedenen Verkehrsniveaus in- 
nerhalb der Stadt arbeiteten (Tegelback- 
ken). Die Hochhauser sind in zwel 
Stockwerke hohe Laden eingebettet, 
deren weite Terrassen teils 6ffentliche 
Anlagen, teils Restaurants biiden. Von 
einer der Terassenseiten sieht man in 
die innere Ladenstrasse, die mit ibren 
Ueberbrickungen ein anregend beweg- 
tes Stadtbild bildet. 

Drei Stockwerke sind unterirdisch. Eine 
Markthalle, mit taghellem Eingang, La- 
den und Lagerràume i fillen das erste 


Geschoss davon. Die beiden untersten 
sind in der Hauptsache fiir eine Garage 
fir 700 Wagen bestimmt. Hotorget ist 
ein Fussgingerreservat, das von inten- 
siven Verkehrsstròmen umflossen wird. 
Automobilstrassen werden auf 36 Me- 
ter verbreitert. Die gr6sste Aufmerk- 
samkeit wird jedoch dem éffentlichen 
Verkehrsmittel geschenkt. Zwei Unter- 
grundstationen (300 ooo Menschen ti- 
glich) dienen mit ihren fiinfzehn Ausgan- 
gen den Spitzenbelastungen. Auch diese 
Vorkehrung war auf Grund der schon 
bestehenden Untergrundlinien méglich. 
Ihre getrennten Zweige mussten bloss 
miteinander verbunden werden. 


Schwedischer  Kirchenbau 


Fin interessantes Phinomen im schwe- 
dischen Kirchenbau ist die Reaktion 
auf eine Mode, die den Kirchenbau zum 
Spielplatz superindividualistischer Kom- 
pliziertheit macht. Im Vordergrund der 
Diskussion stehen in Schweden die 
unverputzte Kirche und das Gemein- 
dehaus in einem Stockholmer Vorort, 
die der 77jihrige Lewerentz 1960 er- 
baute. Lewerentz war ein Mitarbeiter 
des friihverstorbenen Gunnar Asplund, 
dessen Bauten auf der schwedischen 
Werkbund-Ausstellung von 1930 den 
Eintritt des Landes in die heutige Ar- 
chitekturbewegung anzeigten. 

Die Kirche von Lewerentz ist von einer 
geradezu zisterziensischen Herbheit. Im 
Inneren verzichtet der Architekt fast 
vOllig auf natirliche Lichtfiihrung. Nur 
einige Glasscheiben werden direkt in 
die Mauer ceingelassen. Tiefhingende 
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lichtfihrung fiùr die Modellierung des 
Innentraums ist eine Lonnie Tra- 
dition seit zwei Millenien, die auch 
heute noch lebendig ist. Das dunkle 
Innere ist vielleicht aa ein Protest 
wie der Glockenturm, der gegen den 
plastischen Exhibitionismus so vieler 
heutiger Kirchtiirme geht. Er besteht 
Lampen verbreiten ein Daàmmerlicht. 
hier aus einem seitlich aufgeschlitzten 
Zvlinder, der direkt aus der Mauer mo- 
delliert wird. 

Das wiedererwachte Verlangen nach 
Herbheit zeigt auch eine Kirche von 
Peter Celsing, einem der hoffnungsvol- 
len schwedischen Talente. Das Innere 
ist wieder ein unverputzter, prismati- 
scher Ziegelbau. Nur eine Glaswand 
5ffnet sich nach dem stillen Patio. Die 
aussen weissverputzte Kirche liegt un- 
mittelbar neben dem Zentrum von 
Vallingby. In reizvoller Form trigt 
Celsing der Vorliebe der Schweden fùr 
offene Glockenstiihle Rechnung. Sein 
Turm besteht aus zwei aufsteigenden 
Scheiben, iber denen, zwischen vor- 
ragenden Platten, die Glocken frei 
aufgehàingt sind. 

Die Tendenz zur Vereinfachung, die 
sich in Schweden in erster Linie im 
Kirchenbau fiihlbar macht, werden wir 
in Dinemark auch auf anderem Gebiet 
wiederfinden. Fs ist mit Recht betont 
worden dass besonders im Kirchenbau 
ein Einfluss der finnischen Herbheit 
fuhlbar wird. 


Kind und Planung 


Brancusi hat es sich immer gewiinscht, 
dass gewisse Plastiken, wie sein See- 
hund, 6ftentlich aufgestellt wirden, um 
den Kindern als Rutschbahn zu die- 
nen. So etwa wie die romanischen Lé- 
wen auf der Sidseite der Markuskirche 
in Venedig. Die Spielplastiken in den 
Stockholmer Parks sind alleemein be- 
kannt. Aber kein anderes Land ist so 
weit gegangen, dem Kind in der Pla- 
nung von Kultbauten oder Plitzen ein 
gewisses Reservat einzuriàumen. 

In den nordischen Landern spirt man 
die Rolle des Kindes bis fast in die 
Stadtplanung. Mitten in dem verkehrs- 
freien Zentrum des Stockholmer Vo- 
rorts Farsla (begonnen 1959) ist — wie 
erwihnt — ein grosses Planschbecken 
in der Platzmitte. in dem die schwedi- 
schen Kinder baden. Die Erwachsenen 
sehen von Banken aus zu. 

Vor der neuen Kirche von Leverentz 
(1960), direkt vor der Eingangsseite, 
gleichfalls ein Becken fiir die ade 
Schwedenkinder, und im Waldchen ne- 
ben der Kirche steht ein bienenkor- 
baàhnlicher Bau; im Inneren ist ein 
kreisrunder Feuerplatz: dort kònnen die 
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12. Zentrum von Tapiola, Vogelschau. Rechts das asym- 
metrisch angeordnete Hochhaus. Ein verkehrsfreier Plat- 
tenweg verbindet das Zentrum mit der Siedlung. Rechts 
und links Parkplitze. 

12. Tapiola. Die breite Treppe, die vom Fussgingerweg in 
die Siedlung fiihrt. 

14. Der verkehrsfreie Plattenweg. 


15. Rathaus in Saynàtsalo, Alvar Aalto, 1950-52. Aalto hat 
den Bebauungsplan fiir die ganze Gemeinde von 3009 
Einwohnern entworfen, doch wurde nur der Komplex des 
Rathauses mit Bibliothek und kleinen Laden an der Aus- 
senseite nach seinen Planen verwirklicht. Hier der \ufgang 
zum Rathauskomplex. 

16. Aufgang auf der gegeniberliegenden Seite. 

17. Alvar Aalto: Planskizze des Zentrums von Seinajoki 
mit Rathaus, Bibliothek, kleinem Theater, Kirche, Kirch- 
gemeindehaus. Das Stidtchen hat 10 000 Einwohner und 
liegt 5oo0 km né6rdlich von Helsinki. Diese Planung ist 
typisch fiir das in den letzten Jahren entstandene Bedir-f 
nis, selbst in kleinen Orten grosszigige Gemeinschaftspla- 
nungen zu verwirklichen. 

18. Alvar Aalto: Das Rathaus von Seinàjoki, 1962. Es ge- 
hòrt zu cinem Komplex mit Bibliothek, kleinem Theater, 
Kirche und Kirchgemeindehaus. 

19. Alvar Aaltos Haus in Muuratsolo. Der offene Hof. 
20. Der Aufsang zu dem auf einer Insel liegenden Muurat- 
solo fiihrt ohne Treppe durch Felsen und Wald. 

21. Alvar und Elissa Aalto vor ihrer Sauna im Muuratsolo. 
Sie schneiden die Birkenwedel zurecht. 
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Kinder ihrem uralten Trieb, Feuer zu 
machen, ungehemmt nach kommen. 


Finnland 


Finnland nimmt von jeher eine geschich- 
tliche Sonderstellung ein. Es hat bis 
heute um die Erhaltung seiner inneren 
und Ausseren Fxistenz zu ringen. Das 
ist vielleicht einer der Griinde, warum 
es zàh an seinen eingeborenen Gewohn- 
heiten festhàlt. Es ist innerhalb Europas 
das Urland geblieben. So erklàrt es sich 
dass die Bardengesinge der Kalevala, 
die erst im 19. Jahrhundert sesammelt 
wurden, mehr urzeitliches Erbgut en- 
thalten als irgendein anderes der kon- 
tinentalen Epen. Auch die Lebensweise 
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die geistige Oberschicht zeigte sich auch 
in der kulturellen Veranstaltung der al- 
ten Universitàt im Stidtchen Jyvaskyla, 
300 Kilometer nérdlich von Helsinki. 
Jyvaskyla, zwischen Seen und Waldern 
gelegen, ist die Alma Mater von Aalto. 
Unweit davon ist er geboren. Die Uni- 
versitàt, verbunden mit einem Padago- 
gium, hat nur humanistische Fàacher. 
Trotzdem behandelte die Sommerta- 
gung das Thema der heutigen Architek- 
tur, vertbunden mit Darbietungen neue- 
ster Musik. In dem schénen Aulage- 
biude Aaltos fanden cinige 6ftentliche 
Vorlesungen statt. Das fiihrte mich die- 
smal nach Finnland. Im Mittelpunkt 
der Veranstaltungen stand eine Aus- 
stellung von Aaltos Werken in dem von 
ihm gerade fertiggestellten Museum. 
Anders, als wir es gewohnt sind, trat 
wahrend des Ganges durch die Ausstel- 
lung ein junger Student auf und blies 
auf seiner Querflòte eine Bachkantate. 


Alvar Aalto 


Als Aalto, der Jiingste unter den Weg- 
bahnern, 1930 die Szene betrat, waren 
die Ausdrucksmittel der heutigen Ar- 
chitektur nahezu geschaffen. Nun war 
es m6glich, den Sprung vom Rational- 
Funktionellen zum Irrational-Organi- 
schen zu machen. Aalto hat diesen Weg 
von Anfang an beschritten und ist ihm 
treu geblieben. In diesem Zeitpunkt 
kommt der Architektur Aaltos, Le Cor- 
busiers und einiger jingerer wie Jorn 
Utzon eine besondere Funktion zu. 
Als Reaktion auf die reinen Glasfronten 
ist in den USA eine Anzahl begabter 
Architekten und Architekturfirmen in 
ein haltloses Kokettieren mit histori- 
schen Formen und ihrer spielerischen 
Verwendung geraten. In Finland und in 
verschiedenen andern Landern hat man 
es nicht nétig, sich Gedanken  iber 
«Tod oder Metamorphose der moder- 
nen Architektur » zu machen. Anstatt 
in Unsicherheit zu geraten, ist man da- 
ran, die heutige Architektur still wei- 
terzuentwickeln. Dies hat seine Griinde. 
Nahezu von Anfang an findet man in der 
Atchitektur Aaltos und Le Corbusiers 
neben der planen Fliche die Einfihrung 
kurviger Elemente. Dies ist bei Aalto 
besonders auffillig. Die Einbeziehung 
der gekurvten Fliiche neben der planen 
ist nicht eine formale oder gar dekora- 
tive Angelegenheit. Sie ist ein immer 
wichtiger werdender Bestandteil einet 
Entwicklung, in der die Architektur sich 
der Plastik und die Plastik sich der 
Architektur nahert. 

Bei Aalto hingt diese Einbeziehung der 
Kurve mit der Struktur Finnlands zu- 
sammen. Die Windungen der  finni- 
schen Seen sind in Aaltos. Architektur 


ebenso eingegangen wie die rechtecki-. 


gen Tulpenfelder Hollands in die Bilder 
Piet. Mondrians. Dies hat selbstver- 
stindlich mit regionaler Beschranktheit 
oder gar mit ausserlicher Nachahmung 
nichtz zu tun. Der regionale Untergrund 
liefert nur die fruchtbare Basis fir eine 
spirituelle Transponierung, genau wie 
das bei Mirò, Picasso, Brancusi oder 
James Joyce der Fall ist. 

Es ist immer das Strukturell-Herbe, das 
Aalto anzieht. Ihm liegen glattpolierte 
Kunstmaterialien und rostfreier Stahl 
nicht. Er verbannt das scharfe Neon- 
licht aus seinen Bauten. Die unbarm- 
herzige Vollkommenheit der Fronten 
Mies van der Rohes ist ihm fremd. 
Selbst in Amerika, in der gewellten 
Ziegelfassade des Studentenheimes (Se- 
nior Dormitory) des Massachusetts In- 
stitute of Technology, lisst er gebro- 
chene Ziegel cinmauern, um Glitte zu 
vermeiden. 

In zweien seiner Hauptbauten in Hel- 
sinki bildet Aalto das Prinzip der beleb- 
ten Wand weiter. Das Kulturhaus fir 
die Kommunistische Partei, 1955-58, 
besitzt das gròsste Auditorium Hel- 
sinkis, dessen Rund sich nach aussen 
durchdriickt. Die kurvige Wand ist, 
wie fast die ganze Fassade, mit hal- 
brund vorspringenden Keramikelemen- 
ten bedeckt, deren subtile Kéòrperlich- 
keit die Wand strukturiert und als 
Lichtfinger wirkt. Sie sind so dimensio- 
niert, dass sie der gekurvten Wandung 
mihelos folgen. Sie sind hargebrannt 
und kaltebestindig. 

Schon vorher, im Verwaltungsgebiude 
der finnischen Pensionsanstalten, 1952- 
56, dem Bureauhaus mit der mensch- 
lichsten Atmosphàre, benitzt er diese 
Keramikelemente, um. die Innenwinde 
streifenweise oder ganz zu verkleiden. 
Immer wiederkehrend verwendet Aalto 
dieses Motiv in fast  symphonischer 
Form. In den verschiedenen Raumen 
sind die Elemente verschieden gefarbt. 
Selbst im Sitzungssaal des Direkto- 
riums ist die Vorderfront des Pràsidial- 
tisches mit ihnen bedeckt. 


Das Zentrum von Seindjoki 


In einer kleine Stadt, Seinàjoki, 500 
Kilometer nérdlich von Helsinki, baut 
Aalto ein « Civic Center », aus Rathaus, 
Bibliothek, kleinem Theater und, ge- 
trennt davon, einem kirchlichen Teil 
bestehend. Bis jetzt steht die Kirche 
und das Rathaus (1962), dessen Front 
ganz mit blauem Keramikelementen ver- 
kleidet ist. Die fensterlose Front zeigt 
den Ratsaal an, der sein Licht von oben 
empfingt. 


In Aaltos Bauten ist noch ein Element, 
das heute in der Architektur immer 
wichtiger wird, von Anfang an zu beo- 


bachten: er liebt es, wo immer angangig, 
seine Riume in verschiedene ora 
talschichten zu zerlegen, deren ver- 
schiedene Ebenen, eine Raumintensi- 
vierung bewirken. (Das gesammelte 
Werk von Alvar Aalto erscheint dem- 
nichst im Verlag Dr. Girsberger, Zii- 


rich). 


Weitgespannte Pine 

Die Grossziigigkeit und Entschlossen- 
heit, mit der in Finnland weltgespannte 
Bauvorhaben zur Durchfiihrung gelan- 
gen, kann nur Bewunderung hervotru- 
fen. Aalto ist eben daran, das kulturelle 
Zentrum von Helsinki mit Opernhaus, 
Theater, Konzerthaus und anderen Kul- 
turbauten zu verwirklichen. Die Ge- 
biude werden lings des Wassers fast 
bandfòrmig angeordnet und bilden kei- 
nen geschlossenen Platz. Einige Kilo- 
meter weiter, an einem Kreuzunes- 
punkt von Strassen, soll ein kommer- 
zielles Zentrum errichtet werden. Es 
wird eine Messehalle sowie dei Bauten 
fur Radio- und Fernsehen enthalten, die 
auf Aaltos Vorschalg vom eigentlichen 
Kulturzentrum abgeriickt wurden. 


ei erleg ° Hodi ‘sd den 


Die «AA Lander sind aktiv da- 
ran, ihre Universitàten und technischen 
Hochschulen ausserhalb des Stadtkét- 
pers zu verlegen, wo ihre Expansion- 
sbedirfnisse befriediot werden k6nnen. 
Finnland ist am weitesten voran. Bis 
spitestens 1964 wird die Technische 
Hochschule in den Waldern von Otha- 
niemi, etwa zehn Kilometer von Hel- 
sinki, er6ffnet werden. Alvar Aalto 
baut sie. Man trug sich schon lange 
mit dieser Idee. Unter Biumen verstreut 
stehen bereits einzelne Laboratorien in 
unverputztem Ziegelstein, ebenso 
WohnhiAuser fiir Studenten und ein 
Kraftwerk, bei dem die Umstellung auf 
Reaktorbetrieb vorgesehen ist. Die Spor- 
tanlagen werden bereits bentitzt. Der 
Hauptbau der Hochschule mit einem 
grossen Auditorium als Kern und drei 
Fligelbauten fir die einzelnen Fakul- 
titen befindet sich noch in einem 
faustischen Bauzustand: die Fundament- 
mauern werden gerade verschalt. All dies 
wird koordiniert mit ausgedehnten 
Strassenbauten. Auch in Stockholm 
wirds die Universitat aus dens Zen- 
trums entfent, ebenso in Kopenhagen. 


Arne Ervis Zentrums von Tapiola 


Unweit von Othaniemi entwarf. Arne 
Frvi das Zentrum von Tapiola a. Es 
liegt leicht erh6ht. Der U-formige Platz 
bildet eine straffe architek ktonische Ein- 
heit, wie sie uns in Schw eden nirgends 
begegnet ist. Verschieden von der An- 
lage der Shopping Centers in den Ve- 


tettina 


reinigten Staaten ist die Haltung gege- 
niber dem Fussgainger: Das Zentrum 
wird nicht radial wie in Amerika von 
allen Seiten von Autos umlagert, sodass 
der Fiissginger als nichtexistent betrach- 
tet wird. 

In Tapiola fuhrt eine breite Treppestdle 
einem ròmischen Platz Ehre machen 
wirde, in zwei Absitzen zù dem plat- 
tenbelegten Fussgingerweg, der das 
Zentrum mit den Wohnbauten der Sie- 
dlung verbindet. Den Autos werden 
Parkplitze zu beiden Seiten angewliesen. 
Aalto steht auch sonst nicht allein. Fine 
ganze Reihe finnischer Architekten ar- 
beiten neben ihm, so Viljo Revell, der 
den grossen Wettbewerb fir die City 
Hall in Toronto mit ihren zwei konkav 
nach innen orientierten HochhàAusern 
gewann. Es wire eine gunse Reohe 
davon ansufiùhren, die Blomstedt, Ce- 
derents, Huttunen, Pictilà, H. Siren. 
Es ist wunderbar, sich in einem demo- 
kratischen Land zu bewegen, das eine 
derartige Entschlusskraft  besitzt. und 
einen Opfermut, der aus der Ueber- 
windung von Leiden und hartester 
Prifung hervorging. 


Dinemark 


Dass ich in kirzester Zeit einen Einblick 
in die sich anbahnende danische Ent- 
wicklung tun konnte, verdanke ich 
P.E. Skriver, dem Herausgeber der dà- 
nischen Zeitschrift « Arkitektur ». An 
einem strahlenden Julitag fùhrte er mich 
dem Meer entlang, bis ungefaàhr 50 Ki- 


lometer nérdlich von Kopenhagen. Auf 


dieser Strecke atmet die ganze Land- 
schaft Lebenslust und stilles Epiku- 
riertum. Die Biume werden hier hoch 
und plastisch rund wie in England. 
Villen, bis in die Biedermeierzeit rei- 
chend, sehen scheu zwischen ihnen 
hervor. 

In diesem Milieu entstanden auch einige 
Bauten der jiingeren Generation, die 
Aufschluss iiber den neuen Weg geben, 
den diese anschlaigt. Er ist verschieden 
von jenem der vorangegangenen Gene- 
ration und geradezu entgegengesetzt 
dem Geist des danischen M6bels, das 
bekanntlich Weltruf geniesst und, wie 
der Export zeigt, vorab die Herzen der 
Amerikaner gefangen hat. Nichts von 
den allzu milden Formen der Teak- 
stihle liegt in der Linie dieser Genera- 
tion. Es ist durchaus typisch, dass JOrn 
Utzon, die interessanteste Erscheinung, 
in seiner neuesten Siedlung die herberen 
Aalto-Stiihle vorzieht. i | 
Nérdlich von Kopenhagen liegt bei 
Humlebaek, mitten im freien Land, cin 
neu gebautes Museum. Nach dem alten 
Herrenhaus, von dem es ausging, nannte 
es sein Stifter, Knud W. Jensen, « Lout- 
siana ». 1956 berief Jensen zwci junge 


Architekten, Joergen Bo und Vilhelm 
Wohlert, um im Park, anschliessend an 
das Herrenhaus, ein Museum fiir mo- 
derne Kunst zu errichten. Sie fiihrten 
dies aus, indem sie von dem selbst- 
verstindlich unberiùhrt gelassenen 
Hauptbau niedere Galerien durch den 
Park steuerten, dass keiner der alten 
Biume verlorenging. Niveauunterschie- 
de wurden ausgentiitzt, um zweistéckige 
Riume fiir die Plastik zu gewinnen. 
Der Komplex endet schliesslich in einer 
Bibliothek und einem kleinen Restau- 
rant mit einem prachtvollen Blick auf 
den offenen Sund. Bewusst wollten die 
Atchitekten nur eine unpratentibse Scha- 
le fiir die Werke sein. So verliert sich 
das Museum gleichsam im Griinen. 
Durchaus bejahenswerte japanische Ein- 
flusse werden fiihlbar. 

Bo und Wohlert sprechen bei ihren Bau- 
ten von einem «architectonic asceti- 
cism ». Wenige Kilometer sidlich davon 
stehen cinige zusammengebaute, cein- 
geschossige Einfamilienhàuser der glei- 
chen Architekten. Dort werden ihre 
Absichten noch deutlicher: ungebro- 
chen weisse Wande, einfache Fensterrei- 
hen, Gesimse aus braunem Holz. Die 
Art, wie sie aneinandergefiigt sind, er- 
scheint fast wie eine spite Weiterfihrung 
der nie gebauten Mies van-der-Rohe- 
Hauser von 1923. Mit anderen Wor- 
ten: Es handelt sich um eine Weiter- 
fuhrung der Tradition, die sich in un- 
serem Jahrhundert langsam bildet. 


Stedlungen von Jorn Utzon 


Die Tendenz zur asketischen Architek- 
tur zeigt sich auch in einer noch un- 
vollendeten Siedlung fiir Auslanddinen 
von Jòrn Utzon, wenige in Fredensborg 
Kilometer von « Louisiana » entfernt. Sie 
ist fir danische Familien, die aus dem 
Ausland zurickkehren, bestimmt. Von 
den Aelteren nimmt man an, dass sie 
dauernd bleiben von den jiingeren Fami- 
lien, dass sie nach einigen Jahren anders- 
wohin ziehen. Die Einfamilienhauser 
sind in verschiedenen Komplexen unter- 
gebracht. Auch gibt es ein Gemein- 
schaftsgebiude mit einem Restaurant 
fiirr die Bewohnet der Siedlung. Alles 
sind unverputzte Ziegelbauten. Uebe- 
rall, besonders in dem Saal des Gemein- 
schaftshauses, herrscht architektoni- 
sches Asketentum: rohgelassene Holz- 
pfosten, einfachste Treppen und Ga- 
lerien. Der noch nicht bis ins Letzte 
fertiggestellte Restaurantraum wird 
durch seine Einfachheit nur gesteigert. 
Dass Utzon plastische ‘Tendenzen in 
sich trigt und zu modellieren ver- 
steht, zeigt sich auch in der Art, wie er 
den Patio cines Hofes behandelt, der 
zwei Hauser miteinander verbindet: Er 
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lisst die Mauern nicht véllig hochgehen, 
sondern er schneidet sie in der Mitte so 
aus, dass die Landschaft mit hereinflutet. 
Man wiirde dies kaum beachten, wenn 
nicht ein grosseres Werk J6rn Utzons 
hinter diesen bescheidenen Bauten auf- 
tauchte: das im Bau befindliche Opern- 
haus von Sydney. Man hat die segel- 
geschwellten Gewòlbe als « unfunk- 
tionell » verdammt. Im gewòhnlichen 
Sinn sind sie es auch. Gewiss ist es 
gefahrlich, wenn Unberufene versuche, 
in das Gebiet der Imagination einzu- 
dringen. Aber Nichtkònnen ist immer 
gefahrlich, wo immer es auch auftritt. 
Man wird sich daran gew6hnen miis- 
sen, dass die Architektur es wieder 
wagt, in das Gebiet des Phantastischen 
einzuminden, und wird fordern miis- 
sen, dass sie dabei konstruktiv ebenso 
solid arbeitet wie die Gotik. Dieses 
Bemihen kommt einem gerade bei den 
Gewòlbeflichen von Sydney zum Be- 
wusstsein, deren parabolische Formen 
sich in der Hbhe verschneiden. Fs hat 
dem Ingenieur Owe Arup viel Kopf- 
zerbrechen bereitet, bis er die kompli- 
zierten Kurven durch kleine vorfa- 
brizierte Elemente bindigen konnte. 
Dass die Form, die der Architekt lie- 
fert, den Ingenieur zwingt, die Kon- 
struktion zu erfinden, ist ein durchaus 


positives Zeichen fir die heutige Ent- 
wicklung. 


Eine moralische Pflicht Kleiner Demokratien 


Immer wieder taucht in Skandinavien 
cine Frage auf, die iber den Rahmen 
der reinen Architektur hinausreicht: 
Was fiir eine Rolle fallt den kleinen 
demokratischen Staaten in Europa zu? 
Diese Lander haben es leichter als jene, 
die plòtzlich zu Stidten mit 10 Millionen 
Einwohnern, wie New York oder To- 
kio, gekommen sind, ein Grundpro- 
blem dieser Zeit zu l6sen: Rahmen und 
Struktur fiir eine menschenwiirdige Exi- 
stenz :izu schaffen: Bei StAdten mit 10 
Millionen grenzt dieses Problem an das 
Unlésbare. In den kleinen Demok- 
ratien ist immer noch ein menschlicher 
Massstab vorhanden, ein Ueberblick, 
der die Lòsung der Aufgabe erleichtert. 
Diese Erfahrung ist nicht neu. Auch 
Athen hat die Frage der Lebensform 
besser gelòst als das grosse Rom. Es ist 
eine moralische Pflicht der kleinen De- 
mokratien, durch Experiment und Wa- 
gemut eine menschenwirdige Lebens- 
weise vom Wohnen bis zum psychi- 
schen Gleichgewicht zwischen indivi- 
dueller und gemeinschaftlicher Sphàre 
zu schaffen. 
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Bo und Wohlert: Gruppe von Eintamilienhau- 
(Siedlung Piniehog in Rungstedt), 1 . In dieser 
n6rdlich von Kopenhagen gelegenen Siedlung erh6hen 
die vorstossenden \Vande c Privatsphère, der ganze 
Komplex wcitet sich ungchindert in die Landschaft aus. 
Jorn U a an der Siedlung Kingo-Huse bei Hel- 
EintamilienhAuser, jedes mit einem gegen 
teilweise ummauerten Hof s so an- 
geordnet, d: rosstmogliche Unahbingigkeit der 1 
wohner gewahrleistet wird, trotz der \iederholung des 
gleichen Zellenele E werggarten, die Hauser 
sind im Terrain gestaffelt. 
26-27-28-29-30. Jorn Utzon: Terr ser Fredesnbot 
1962-63. Siedlung fiir Auslanddinen. Gemeinschaftsraum: 
Inneres. Gemeinschaftsraum: Aeusseres. Blick in den of- 
fenen Hof von Aussen. Ansicht des offenen Ho 
gestaffelten, dem Terrain angepassten Hauser m 
Mauerausschnitten, die den Ausblick auf die Gartenl 
schaft ermbglichen. Der Architekt des Opernhauses 
alform tber die F 


Sydney vergiigt neben der Monur 
higkeit, plastischen Ausdruck in besc 
zu erreichen. x 


idensten Formen 


Photographs-of Hòotorget, V 
by the author. 


Odorava di salsedine il crepuscolo fra 
le dune chiazzate di ginestre, il vento 
marino si portava la voce di Oud, ca- 
denzata sul suo calmo passo — 0 forse, 
sui suoi calmi pensieri. — a raccontar 
dei pescatori di aringhe (vicinissimo era 
il mare, invisibile tuttavia dietro le dune), 
e della prima pesca dell’anno, e della 
prima aringa, che viene offerta alla re- 
gina: un rito antico e simbolico, Olan- 
da e mare... 

Mi domandavo se proprio era il costrut- 
tore europeo, l’architetto cubista — o 
razionalista, o neoplasticista — quel gi- 
gante ricciuto e ridente, dal vivido 
sguardo, che mi stava guidando lungo le 
coste sabbiose del Mare del Nord, un de- 
serto senza storia, senza tempo... quando, 
d’improvviso, L'Olanda m ‘apparve con 
il volto della Grecia antica, in una can- 
dida architettura di perfetta armonia e 
di purissimo accento, distesa in quello 
strano paesaggio che poteva persino 
sembrar mediterraneo tanto era privo di 
« color locale », di qualsiasi colore. E le 
aringhe immediatamente disparvero, con 
le dune e la solitaria sera; e J.J.P. Oud 
fu non altro che il grande architetto, 
l’uomo di oggi e di domani. Hoek van 
Holland, in una punta periferica verso 
il mare, aveva tracciato fra le dune senza 
storia il: segno della più viva e lucida 
storia umana, nell’architettura che Oud 


aveva creata per la dimora di operai e 
popolani, un nastro bianco, rettilineo, 
suddiviso in due blocchi identici e 
simmetrici, entro i quali una serie di 
casette unifamiliari non ne spezzavano 
l’unità: sì che sarebbe stato possibile 
immaginarlo quale una sola ampia di- 
mora, forse regale, nella perfetta ele- 
ganza delle sue linee, arrotondate agli 
estremi di ciascun blocco con una sicu- 
rezza stilistica d’accento aristocratico. 
« Sull’altro lato, ogni alloggio dispone 
di un mini celo giardino », mi spiegava 
l’architetto. « È lo stesso criterio gene- 
rale in base al quale ho poi progettato 
nel 1927, per il quartiere sperimentale or- 
ganizzato a Stoccarda da Mies van der 
Rohe, il Weissenhof, le semplici casette 
unifamiliari a schiera, che mi furono ri- 
chieste ». Resta tuttavia una differenza 
fondamentale fra le due architetture: è 
l’idea unitaria che, a Hoek van Holland, 
ha totalmente risolto la « schiera » in un 
elemento strutturalmente e plasticamen- 
te unico, lasciandola sussistere come da- 
to planimetrico determinante la distri- 
buzione dei vani, ma annullandola sul 
piano estetico, nel volume. Questo con- 
ferisce anche un particolare valore ideale 
al raggruppamento delle dimore sin- 
gole, costituenti in ogni senso un piccolo 
mucio collettivo. 


L’impressione che allora ricevetti da 


i 


Giulia Veronesi 


Jacobus Johannes Pieter Oud, 1890-1963. 


SE SE ln nuovo senso architettonico, analogo al ritmo del nostro tempo di automobili, di Jaz&, di radio, si ma- 
nifestava nei nuovi « îsmi » derivati dalle arti libere, le arti plastiche... Grazie alla mia collaborazione [con 
i pittori dello Stil] io riuscivo ‘a trasferire nell’architettura i principî dell’arte plastica. Risultato: case cu- 
biste, interessanti solamente perchè rappresentavano un tentativo di creare un'architettura pura, proporzioni 
bene equilibrate, linee rette, forme chiuse: un complesso architettonico, cioè, ben costruito dal punto di vista 
estetico, e di una vitalità interiore di cui era priva l'architettura precedente. Non è stato compreso: era una 
tappa sulla via verso un'architettura chiara, semplice, severa e pura; invece si sono viste soltanto, in generale, le 
possibilità romantiche del procedimento... ed è stata definita frettolosamente « cubista » questa architettura, ma 
in realtà, con îl cubismo essa aveva a che fgre ancor meno dell’architettura precedente... Il cubismo non poteva 
farsi architettura, era un movimento culturale, era la preparazione dell’architettura nuova, la quale aveva bi- 
sogno della forza costruttiva del cubismo. Se ne è infatti servita, ma per superare il tentativo del cubismo. E 
/ architettura dell'avvenire seguirà altre tendenze, come ho già detto concludendo nel 1921 una conferenza. 
... L'architettura basata razionalmente sulle nuove condizioni della vita è agli antipodi dell’architettura at- 
tuale. Senza cadere in un razionalismo arido, essa sarà essenzialmente utilitaria, ma la sua funzionalità non 
sarà fine a se stessa: rimarrà un elemento necessario, nel complesso di aspirazioni superiori. Opponendosi 
radicalmente alla congerie di edifici che nascono dall’ispirazione e sono privi di tecnica, di forma e di colore, 
creerà secondo un metodo tecnico e quasi impersonale opere perfettamente rispondenti al loro scopo, in forme 
limpide, in proporzioni pure... un'architettura che sembrerà liberata dalla materia, pur essendone più che mai 
strettamente legata. E, fuor da ogni impressionistica sensibilità, nelle sue proporzioni pure, come nei suoi co- 
lori schietti, nelle sue forme organiche chiare, liberatesi da tutto il superfluo, quest’architettura potrà superare 
la limpidezza delP’architettura classica. 


J.J.P. Qud, 1927. Dal testo scritto per la pubblicazione commemorativa di « Dieci anni di Stijl, 1917-1927». 
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creativa di Oud, ma anche della sua vi- 
gile intelligenza, della sua chiara e pro- 
fonda civiltà. 


quella splendida opera non si è mai at- 
tenuata: Oud aveva risolto a Hoek i 
problemi fondamentali (che non sono 


principalmente di ordine pratico) posti 
all’architettura nel corso di mezzo se- 
colo, e quasi sempre invano, dalla so- 
cietà contemporanea: il problema, anzi- 
tutto, della semplicità del vivere, come 
proposta dell’architettura; il problema 
della indiscriminazione sociale nel dise- 
gno della casa (quella di Hoek, destinata 
a popolani, sarebbe stata nella stessa mi- 
sura efficiente per abitanti d’altre classi); 
il problema dell’inserimento «attivo » 
dell’architettura nel paesaggio: inteso 
da Oud non al modo romantico, secondo 
una superficiale e letterale interpretazio- 
ne dell’insegnamento di Wright, bensì 
al modo dei classici, riducendo cioè al- 
l'architettura la natura, che ne viene 
dominata e illuminata. Mirabile, estre- 
mamente « naturale » era, qui, la sem- 
plice misura umana imposta da quella 
bianca presenza civile ad un paesaggio 
vago e incolore, ad una natura stempe- 
rata nel vento e nell’onda, come è 
quella dei lidi olandesi. E la risoluzione 
finale, così assoluta nell’ordine estetico 
in cui questi problemi eminentemente 
«di contenuto » venivano convalidati 
ed assunti a ragione prima e sovrana 
della forma e del linguaggio, testimo 
niava non soltanto dell’altissima facoltà 


In questo medesimo accento — o per- 
lomeno, in questa medesima direzione — 
si è svolto l’intero suo lavoro: e di 
fronte ai lievi tocchi d’azzurro che, sulla 
facciata, rompono con raffinatezza squi- 
sita l’uniformità cromatica del suo Li- 
ceo all’Aja del 1956 — e ch'è sin troppo 
facile, a posteriori, riconoscere indispen- 
sabili — ripensai più tardi alle case di 
Hoek van Holland, ed al breve fram- 
mento di cornice (sottilissima, e che 
nessuna « funzione » razionale vi giu- 
stifica) posto a sottolineare, al sommo, 
le curve d’angolo: poichè lo avevo no- 
tato, « vede », mi disse Oud, « ho sof- 
ferto una settimana per quel minimo par- 
ticolare: mi alzavo di notte a disegnare, 
a provar sul modello: la casa era quasi 
costruita, ma qualcosa mancava alla mia 
architettura, una linea, un tocco, un 
nulla... Disperavo di trovare ciò che 
affannosamente cercavo dopo avere di- 
segnato e costruito l’edificio intero: 
quando, infine, quel leggero profilo, 
messo proprio lì dove sta ora, compi 
definitivamente l’opera. Provi a imma- 
ginare che ne sia tolto, 0 variato: l’in- 
tera architettura scadrebbe »; e parlava 
della difficoltà di simili « chiusure » al- 
l'architettura, e del senso di incompiu- 
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I. Progetto di casette in serie in riva al mare, a Scheve- 
ningen (1917). 

2. Villa De Vonk a Noordwijkerhout (1917). 

3. Progetto di fabbrica con uffici a Purmerend (1919). 


tezza che gli davano edifici interi (come 
il liceo dell’ Aja prima del filino d’az- 
zurro) fin che non avesse trovato quel 
punto fermo, quel sigillo finale: mentre 
io paragonavo questa sua cura, questa 
sua passione di bellezza, e l’interiore 
« necessità » d’ogni sua minima parola 
architettonica, a tanta sciatteria, a tanta 
approssimazione corrente nel mio paese, 
e in Francia, e quasi dovunque. 

Nato nel 1890, ].J.P. Oud era stato, 
intorno agli anni venti, uno dei rappre- 
sentanti più autorevoli — ed il solo 
autentico « costruttore » — del movi- 
mento detto « neoplasticista » accentrato 
sulla rivista De S77/, e che, parallela- 
mente al movimento « suprematista » 
russo, aveva creato sin dal 1917 una 
poetica di eguale validità, a priori, per 
la pittura e per l’architettura. In tal senso, 
l’opera di Rietveld architetto è stata la 
più congeniale con quella di Mondrian 
pittore, e con quella sorta dalle espe- 
rienze di architetto e di pittore com- 
iute da van Doesburg; mentre Oud, 
che si sarebbe poi coerentemente affer- 
mato su un altro piano, — plastico e 
non più cromatico, di chiusure formali 
e non più di articolazioni spazialmente 
illimitate (alle quali doveva ritornare 
solo nei suoi ultimi progetti) — fu 
l’unico fra i grandi architetti europei, 
ad eccezione di Le Corbusier, per il 
quale il cubismo fosse naturale riferi- 
mento, fonte culturale cui avesse attinto 
con aperta disposizione. In tal senso va 
intesa la classicità d’accento di tutta la 
sua architettura fra il 1925 e il 1960, 
esempio raro di perfetta trasposizione 
della visione classica dell’architettura 
nello spirito della più attuale contempo- 
raneità, senza ricorso alcuno a motivi 


neoclassici. ‘Trasposizione non scevra 
tuttavia di rischi; e lo stesso Oud non li 
ha sempre evitati. 

La sua «storia » è fra le più ricche di 
esperienze vissute, e portate sino in 
fondo anche negli estremi contrasti, del- 
l’architettura contemporanea. Due sono 
gli elementi interessanti dei suoi inizi: 
l'intelligenza della lezione di Wright, di 
cui Oud, nella scia del suo maestro Ber- 
lage, fu uno dei primi divulgatori in 
Europa; e l’attenzione al problema ar- 
chitettonico delle case operaie, ch°egli 
ha immediatamente identificato nel pro- 
blema urbanistico: sono del 1911 le sue 
prime case operaie, costruite nella sua 
città natale, Purmerend; e dal 1918 fino 
al 1928 Oud creò nella provincia di Rot- 
terdam e nella città stessa una serie di 
villaggi operai che rimangono tuttora 
fra i più interessanti tentativi compiuti 
in tutto il mondo per dare a questo tema 
architettonico, il più importante del no- 
stro tempo, una risoluzione non « clas- 
sista », bensì umana, e più particolar- 
mente storica. Contemporaneamente ai 
due blocchi di Hoek van Holland, 
mentre sorgeva a Rotterdam il caftè 
De Unie, (la sola assoluta esperienza 
neoplasticista di Oud), egli costruiva 
sempre a Rotterdam il villaggio operaio 
Kiefhoek, una delle massime esperienze 
architettoniche ed urbanistiche dell’ar- 
chitettura del secolo — accanto a quella 
di May a Francoforte —, pet l’alta e uni- 
taria risoluzione estetica di tutti i dati 
del complesso problema, a cui Oud ha 
dedicato oltre un decennio della sua at- 
tività: nel 1918 egli era stato nominato 
« architetto della città di Rotterdam », 
e conservò tale carica sino al 1933. Nel 
1929 costruiva l’ultimo edificio del 
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4. Tre prospetti della casetta provvisoria in legno, costruita 
sui cantieri Oud Mathenesse (1923). 

5. Planimetria del quartiere operaio OQud Mathenesse a 
Rotterdam (1922). 

6. Il caffe De Unie a Rotterdam (1925). 

7. La chiesa del villaggio operaio Kiefhoek a Rotterdam 
(1925-30). 

8. Una veduta del Kiefhoek. 

9. Veduta dall’alto del Kiefhoek. 

ro. Particolare di una casa. 
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11. Due blocchi gemelli di case operaie a Hoek van 
Holland (1924-27). 

12. Case minime in serie nel quartiere sperimentale 
Weissenhof a Stoccarda (1927). 

13. Pianta per la villa Johnson a Pinehurst, Caro- 
lina - U.S.A. (1931). 

14. Sedia in paglia e metallo disegnata nel 1934. 
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Kiefhoek, la chiesa. E le cinque ‘casette 
a schiera del Weissenhof, nella loro as- 
solutezza espressiva e funzionale, nel 
loro polemico rigore, segnano il limite 
estremo, in certo senso insuperabile, 
della proposta estetica e morale di Oud. 
Un suo grandioso progetto del 1931 — 
un quartiere per mille famiglie, destinato 
alla città di Rotterdam — rimase irrea- 
lizzato. 


Dopo la stasi degli anni di guerra, Oud 
riprenderà il lavoro in altri campi, pro- 
gettando soprattutto grandi palazzi per 
uffici industriali e grandi complessi cyl- 
turali o sanitari per la collettività. 

Ma la guerra, cagione di « crisi » di ogni 
sorta, individuali e sociali, aveva posto 
in crisi anche questo architetto: ne ri- 
mane testimonianza nel Palazzo della 
Shell alP Aja (1938-1942), nel quale la 
sua perizia di costruttore sembra dare ri- 
salto al grande errore stilistico che 
quest'opera è stata, come palese rea- 
zione a tutto quanto aveva costituito la 
fondamentale premessa dell’architettura 
di Oud, dell'Olanda moderna, e dell’ar- 
chitettura nuova in tutto il mondo. La 
critica ne fu provocata ad insorgere con 
violenza: Oud difese la propria opera 
con nobiltà e serietà, accettando tutta- 
via di riconoscervi un errore, una « mi- 
nore tensione ». E da allora ripensò dac- 
capo il proprio lavoro. 


Le opere seguenti, dal palazzo Esveha 
fino ai più recenti progetti, sono lo svol- 
gimento naturale di quelle costruite pri- 
ma della guerra: lo svolgimento naturale 
delle esperienze « d’avanguardia » di 
uno spirito riflessivo e calmo, non estre- 
mista nè in alcun senso anarchico nè 
espressionista, ma tentato, per naturale 
vivacità e curiosità, da ogni avventura, 
e da ogni rischio. E lo stupore, addirit- 
tura l’indignazione con cui furono ac- 
colte, nel 1951, alcune sue dichiarazioni 
polemiche intorno a questioni di metodo 
nel lavoro architettonico, dichiarazioni 
dirette anzitutto contro il « team-wotk » 
predicato e adottato da Gropius, sono 
dovuti solamente alla superficiale cono- 
scenza di un pensiero e di una personalità 
che, in realtà, non si erano mai smentiti 
sul piano ideologico, nemmeno negli er- 
rori, nei dubbi, nelle contraddizioni che, 
sul piano del gusto, ne derivavano: nella 
misura in cui il cubismo può considerarsi 
una poetica di tipo « classico » rispetto 
alla poetica di tipo romantico in cui si 
definisce l’espressionismo anche nei suoi 
derivati neoplasticisti, Oud è rimasto co- 
stituzionalmente estraneo a1 movimenti 
di avanguardia cui, per intelligente « sto- 
ricismo » e per spregiudicato ardimento, 
si volle partecipe. Fra Oud e van Doe- 
sburg c’era ben poco di comune, all’in- 
fuori di un programma, e di un morfali- 
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15. Uno dei fianchi del palazzo per gli uffici Shell all’Aja 


(1938-42). 
16. Un particolare decorativo del palazzo Shell all’Aja. 


17. Liceo all’Aja: veduta dalla strada (1950). 
18. La facciata interna del liceo all’Aja. 
19. Palazzo per gli uffici Esveha a Rotterdam (1950). 
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28-29-31. Tre vedute della colonia Bio-Holiday ad Arnhem, 
Olanda (1952-60). 
30. Cappella della colonia Bio-Holiday. 
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32-33. Plastico e disegno del municipio di Almelo (1960). 
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34-35. Progetto per una casa all’Aja: disegno e plastico 
(1960). 


108 


36-37. Progetto per il Palazzo della Provincia Meridionale 
all’Aja, in corso di costruzione: lato verso il giardino e 


facciata (1952). 


stico rifiuto di ogni passatismo. E ben 
poco, in ultima analisi, anche fra Oud 
e Rietveld, il più estremista degli ar- 
chitetti dello $7/. Ma poco di comune 
c’era anche fra il razionalista Oud e il ra- 
zionalista Gropius. Scriveva Oud nel 
1951, dopo avere riportato la propria 
architettura all’antica, vibrata tensione: 
«Io sono convinto che l’essenziale di 
un’opera architettonica non può essere 
che il prodotto di un solo cervello... 
Una cultura è determinata dalle sue più 
alte espressioni, non dalle minori... Un 
edificio che possa profondamente com- 
muoverci non può risultare da un team- 
work: perchè esso venga creato, è ne- 
cessario l’individuo, con la sua potenza 
d’immaginazione, la sua passione, la sua 
energia ». 

In tal senso, il richiamo alla « bellezza 
dell’architettura come arte », con cui si 
può dire che egli abbia suggellato l’intera 
sua opera (sono grandi architetture 
quelle progettate da Oud in questi ul- 
timi anni e parzialmente realizzate o in 
procinto di esserlo, oggi, a cura del fi- 
glio, architetto lui pure), appare la na- 
turale, logica conclusione di un pensiero 
cocrentissimo, cui hanno corrisposto sin 
dagli inizi la pratica, e la visione. Quel 
breve profilo di cemento bianco sul 
blocco di cemento bianco delle case di 
Hoek van Holland, che fu cosa tanto 


importante per lui, quale altro senso 
avrebbe, se non testimoniasse della sua 
pura ricerca di bellezza come risoluzione 
ultima di tutti i problemi posti dalla vita 
all’architettura ? Come condizione unica 
di durata dell’opera al di là della resi- 
stenza dei materiali e della ragione fun- 
zionale della sua struttura: della sua de- 
stinazione ? 

Pertanto, naturalmente legata al tempo 
e alla poetica del cubismo, ai suoi me- 
todi, alla sua visione, la grande opera di 
Oud resterà il segno durevole della 
chiusura di un «tempo estetico », re- 
cando in sè non soltanto le premesse e le 
condizioni, ma la realtà stessa di una 
totale apertura sul tempo nuovo. Quella 
realtà che per il neoplasticismo era stata 
una proposta audace e avveniristica, €, 
nelle opere, una spregiudicata « prova » 
di ordine soprattutto sperimentale, oggi, 
dopo trenta, quarant’anni, è un superbo 
risultato: e una dimostrazione. Poichè 
valida appare oggi ancora, nel recente 
lavoro di Oud, la parola di quel tempo, 
divenuta strumento di un linguaggio. 
L’opera ultima, alla quale l’architetto 
lavorava da oltre un decennio fra diffi- 
coltà burocratiche di ogni sorta: Vim- 
menso « Palazzo Governativo della Pro- 
vincia olandese meridionale » verrà rea- 
lizzato dal figlio, e resterà certamente 
l’opera maggiore oggi creata nello spi- 


rito di quel «razionalismo » europeo 
che un giorno ha rinnovato l'architettura 
del mondo. 

AI di là dell’opera — e suo fondamento 
morale — resta esemplare la vita di que- 
sto architetto: che fu la vita semplice e 
fervida di un lavoratore. Il costruttore 
di fama universale, il creatore di dimore 
per poveri e ricchi ugualmente stupende 
e nuove, aveva scelto per sè una mode- 
stissima casetta anonima, di serie, fra 
tante tutte uguali in. mezzo ai boschi di 
Wassenaar, fra Rotterdam e 1 Aja. « Mi 
va benissimo, non ho bisogno d’altro », 
diceva, in perfetto accordo con la com- 
pagna della sua vita. E con lei, semplice- 
mente, coltivava qualche fiore nel giar- 
dino grande un palmo. 


Giulia Veronesi 
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1. Fintrance and motor court of house designed by Juan 
Sotdo Madaleno in Mexico City. Entrance to the lower 
level of the sloping lot is through the openwork gate at 
right. The stepped platforms leading to the front door pass 
a reflecting poo! backed by a white wall. ‘The facade is of 
rough ochrecolored stucco, the paving of lava stone 
squares, 

2. Passage between stone walls down to the swimming 


pool terrace on the west. 
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During a six vears’” absence from Me- 
xico a solid middle class has developed; 
the Diana statue on the splendid Paseo 
de la Reforma (a legacy from the days 
of Maximilian) has been draped; and 
in the capital are fewer rebozos — the 
long shawl which hammocks an in- 
fant as in an outer womb, is used to 
carry chickens or papava to or from mar- 
ket, or worn over the head to keep out 
the weather. The capital is also ringed 
now with a freewav. 

Mexico City prepared itself for the rise 
of the middle class twelve vears ago 
by the construction of University City. 
Industries were developed or expanded 
to produce the steel, cement and other 
building materials required for the $ 2 
million program. After the comple- 
tion of the university, a reservoir of 
skilled labor existed and industries were 
booming: there was no turning back. 
By 1956, the structural skeleton of home- 
grown steel was a familiar sight in the 
capital. The glass curtain wall building, 
flinching under the strong sun in the 
Tropic of Cancer, was thoroughly at 
home in one respect — the foundation. 
The father of soil engineering, José A. 
Cuevas, developed over thirty years ago 
a type of foundation especially suited to 
the spongy soil, once a lake bed. Wor- 
king without precedent, he devised for 
the National Lottery Building a system 
of mechanical jacks to rest between a 
flexible T-beam grille and concrete 
trusses. Today the behaviour of a foun- 
dation can be watched through a hatch, 
and by a simple mechanism any part can 
be raised or lowered to bring the whole 
into equilibrium. 

The twenty-square mile campus has 
matured with planting and with stu- 
dents. The great central plaza, which 
reminded Walter Gropius of «the me- 
galomaniac planning dimensions with 
which the might of the Roman Caesars 
was glorified », has developed into a 
pleasant park around which the fifteen 
collages are grouped. Fach college, with 
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its own auditorium library, cafeteria and 
other facilities, is self-sufficient. Students 
sit on the grass singly or in groups to 
study; they fill the seats under the pepper 
trees; they saunter across the green. 
Perhaps the plaza may be cut into later 
by new buildings, but in the meantime 
the students have found a fine use for it. 
(The Zécalo in Mexico City, built 
over an Aztec plaza, is larger than the 
one at the university; so is the plaza at 
Monte Alban, built by the Zapotecs, 
and the one at Chichén-Itz4, built by the 
Maya-Toltecs). 

In the towns and villages the plazas do 
meet Gropius’ ideal — «barely large 
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enough to accommodate the expected 
peak-hour traffic ». 


But town planning today in Mexico 
starts not with the plaza but the peri- 
pheral thoroughtfare which carries fast 
traffic. Satellite City, laid out in 1958 
fot 200.000 inhabitants, is an example 
of planning for the automobile. Com- 
pared to Cuernavaca, for instance, a 
prehispanic town which the Spanish 
conquerors made their resort, it works 
from the outside inward rather than 
from the center out. 


Cuernavaca has one of the finest pla- 
zas in Mexico, a country noted for its 
main plazas (z0c4/05). It is four interlin- 
king plazas, all of a different charac- 
ter and size. The first has a wrought 
iron bandstand at the center and bench- 
lined walks shaded by Indian laurel trees 
(Ficus retusa); a corner of the first plaza 
touches the second, the largest, which 
has a fine fountain in the center and is 
outlined with laurels. The second plaza 
is tangent to a small citcular one which 
has a single giant laurel forming an um- 
brella over it. The circle leads to a rai- 
sed paved court at the side of Cortes Pa- 
lace. From the court is a magnificent 
view over darancas and hills to the vol- 
canos Popocatepétl and Ixtacciuatl, lo- 
ved by all Mexicans. (Mexîtan houses are 
oriented to the two great volcanos). 
Throught the four plazas could be drawn 
an approximate diagonal line — a line 
of green. Edging the staggered plazas 
are shops, hotels, restaurants and public 
buildings. Vendors set up stands at the 
curb of some of the streets. Life flows 
from plaza to plaza as the sun moves. 
But the narrow streets leading into the 
plazas were already a snarl of traffic thir- 
teen years ago; each noon for months I 
hunted for a parking space near a bar- 
ber shop on a side street. The shop was 
a gathering place for chess players, 
an my husband waited for me there while 
I marketed and had a coffee on a south- 
facing plaza. 


Satellite City has not been too popular 
because Mexicans who can afford su- 
burban dwellings prefer apartment house 
life in the city. The entrance to Satellite 
City is a group of high hollow towers of 
different heights and colors; they dwatf 
the street lights and the small houses, 
innocent for the most patt of architec- 
ture. Theit glass walls of the houses 
face the street and often the strong west 
sun; there are patchworks of bright colot 
on the plaster walls. 

There is a similiar abuse of color and 
glass in the new houses in the excellent 
Jardines del. Pedregal residential deve- 
lopment. ‘The early houses in the Pedre- 
gal were hidden behind magnificent sto- 


ne walls, while today many are visible 
from the street, unfortunate because of 
the structural exhibitionism. A stric- 
ter budget would have helped the de- 
sign of almost all of them. The Pedre 
gal is, nevertheless, unique and beau- 
tiful — a fifteen square mile lava bed 
formed some five thousand years ago by 
the eruption of the volcano Xitle. What 
has helped to give it its character, de- 
spite the ornamental engineering, is the 
care with which Luis Barragan laid it 
out, and his insistence upon the pre- 
servation of the plastic beauty of the 
lava flow and the guarding of native 
plants. 


Juan Sordo Madaleno has designed a 
house for an older residential section, 
near the center of the city, which makes 
good use of a steeply sloping site. The 
key to the plan is a two-storty interior 
court, which lights the stairway from 
the main entrance on the upper level, 
and separates the informal social rooms 
from the formal ones. What is interesting 
about the house has, perhaps, been said 
before by Luis Barragan in a few hou- 
ses built around 1950 — the use of dif- 
ferent textures in the plane surfaces de- 
veloped, a heritage from convent ar- 
chitecture; the introduction of a few 
elements from the village colonial house; 
and the involvement of the garden walls 
in the total scheme rather than treating 
them merely as enclosure for a com- 
position. 

It is only in the entrance court and the 
steps from the court to the swimming 
pool terrace below that Sordo Madaleno 
has created the atmosphere of repose 
that Barragan always tried to achieve. 
There is a serenity that is particularly 
Mexican in the massive wood gate and 
the broad steps between high stones 
walls, tied together with wood planks; 
the cascade of red bougainvillea over the 
wall, the shadow play of beams and 
open work gate, are calculated and are 
expressive of Mexico. 


Two changes noticeable in the Mexican 
house are the expansion of the ser- 
vants° wing and the addition of rooms 
for play. The kitchen used to be consi- 
derably smaller than the entrance hall, 
and a servant’s bedroom could usually 
fit inside the master’s bathroom with 
space to spare. The informal living areas 
are based on the California house — 
with one difference: our informality 
was born of necessity when the supply 
of setvants ran out; theirs is an ap- 


pendage. 

A house revisited was Juan O°Gorman’s, 
first seen on May third — the Day of the 
Mason — 1950, decorated then with 
a tree at the top of the spiral stait well. 
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Plan of a projected house by Juan O’Gotman, to be 
buile of lava stone with colored stone mosaics on interior 
and exterior walls. It will be the first house in which he has 
used mosaics since his 1950 cave house. 

The Palace at Sayil (Yucatan) oth century, is the ear- 
liest use of the Puuc style, which is the last period of the 
classical Maya style. The roofs ot the first two stories are 
terraces for the second and third; a wide stone staitway, 
now in ruins, runs up the front of the 21o-foot long pa- 
lace. Like all the Maya temples in Yucatan, the cote was 
of rubble, faced with cut or carved limestone. 

Detail, Palace at Sayil. Columns ate Doric, although the 
weight of evidence is against interchange between the Maya 


world and Greece. The Mayas used no wheel, no draft 
animals, no metal instruments. which surely would have 
been introduced if Greek temples were known to the Mayas 
through voyagers. The bunc jles of columns interspersing 
the Doric colunns have their source in the village house. 
Panels of masks of Chac (rain god) alternate with bun- 
dles of columns in the frieze. 

The Codz-Pop (Palace of the Masks) at Kabah, nine 
miles from Uxmal on the road to Sayil, was built in the 
last quarter of the ninth century. Its 150-foot long facade 
is completely covered with masks. A system of taised roads, 
which passed through three triumphal arches, connected 
the Do cities at the southern tip of Yucatan. 
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The planting has grown to such an ex- 
tent that the house is seldom viewed 
except through feathery branches of pep- 
per trees or spikes of echeveria and red- 
hot-poker. A tracery of Ficus repens has 
begun to move across the mosaics. 
The house, built by O’Gorman with 
the help of one mason, is certainly the 
least costlv one in the Pedregal region. 
In the design i is something left over from 
O’Gorman'’s first study of the library 
at University City. The librarv was to 
have a horizontal building with in- 
sloping walls for the SECO story stack 
rooms; the lighting was to have been 


through diamond- shaped windows of 


translucent Mexican onyx. 


Architects seem never to forget the une- 
xecuted project, and O” GOA has ano- 
ther in his files that he may have found 
a use for. — af ov al-plan house. «It 
resembles a womb but the direction is 
away from physiological forms  to- 
ward architecture », he said. « It is en- 
dless but rucroral ». 

The contemporary architecture of the 
capital is separated from the ceremonial 
centers of the Mayas of Yucatan by a 
two hours’ plane ride afd a millenium to 
a millenium and a half in time. When I 
was first in Yucatan the belief was 
that the Maya migrated from Guatemala 
and Chiapas to found cities to the north 
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on the peninsula; but continuing ex- 
plorations and chance finds have esta- 
blished that Maya settlements in Yuca- 
tan were contemporaneous with those 
to the south. 


Whatever the time of arrival in Yuca- 
tan, the land of the Mayas is small on 
a map — small and undisputed. Until 
the Mayas had reached the golden age 
of their culture it was shtouched by 
outside influences. This is its strange- 
ness: starting from rough beginnings 
in the jungles, it fed only on itself. The 
architecture was influenced by no histo- 
rical styles, but it had its early, its clas- 
sical and its baroque periods. 

There is an enormous body of wotk 
already restored, but between the ce- 
remonial centers of the major and minor 
cities are endless mounds still untou- 
ched. There are temples of great beauty 
which the vegetation is destroving; trees 
sprout in the roofs, affd during the 
rainy season they grow quickly. It they 
are cut down the temple collapses, and 
if they are left to grow the walls burst. 
For years, thousands of tons of cut li- 
mestone were removed from the site of 
a crumbling temple at Multun-chic, near 
Uxmal, and when the inner temple was 
reached and the rubble removed, wall 
paintings were discovered. Archeolo- 
gists were summoned to examine the 
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7. Detail of masks, The Codz-Pop, Kabah. 

8. Main temple, Labn4, six miles from Kab4h, has an eat- 
lier temple inside. On the facade and roof comb are re- 
mains of stucco figures. Labn, an important Maya city, 
was built after the middle of the ninth century, 

9. Temple at Xlah-pak, between Sayil and Labn4 is in 
ruins, and no restoration work is planned. Beside the heavy 
program of restorations in first and second class Maya ci- 
ties, and the work of keeping the low jungle from advan- 


cing on completed restorations, little can be done to save 
the minor temples. 

Io. Temple at Xlah-pak. West elevation. 

tI. Serpent motif on frieze of west building, Nunnery 
Quadrangle, Uxmal, ninth century. Each of the four buil- 
dings forming the quadrangle has a different motif, 

12. Detail of mask, carved limestone, Nunnery Triangle 
at Chichén Itza. 


paintings and make tracings and pho- 
tographs. The style of the paintings is 
so close to those at Bonampak in the 
Palenque region that the simultaneous 
development of the so-called Old and 
New Empire was again clear. The 
Bonampak murals, discovered in 1946, 
corrected the impression that the Mayas 
were a peaceful people ruled by scholar 


13. Figure in stucco in a cistern near Sayil. Below is ano- 
ther figure of a woman in childbirth, as well as other 
symbols of fertility and water. As there were no rivers in 
the tip of the peninsula of Yucatan, cisterns were built 
for water storage. Under the plazas of some of the cere- 
monial centers were cisterns large enough to furnish the 
large populations with water. Because of the great quan- 
tity of limestone, plaster was used less in Maya Yucatan 
for ornament than in the Maya centers of Palenque. 

14. Carved limestone figure in a panel on the Dance Plat- 
form at Chichén Itz4. Early Mexican period. The Dance 
Platform was at the edge of the plaza surrounded by buil- 
dings of the Mexican period (Ball Court, Temple of the 
\Varriors, El Castillo, etc.); dances were performed be- 
fore processions to the Sacred Well in which a maiden 
was sacrificed. 

15. The Pyramid of Kukulcan (El Castillo) covers two 
earlier temples. The steps lead to a small temple at the top, 
built after the Mexican Toltec invasion. \\ooden beams 
took the place of the corbelled arch in the rooms The cut 
stone wascbonded with mortar made of powdered lime- 


stone. 


priests until the arrival of the bellicose 
Mexicans in the tenth century. 

The murals disintegrate rapidly when 
opened to light and air, and in the space 
of a few years the Multun-chic murals 
have crumbled considerably. One of 
the finest sections, of a group of priso- 
ners of war bound together about the 
waist by ropes, their mouths spurting 
blood, is painted in rudimentary per- 
spective in colors still bright after 1200 
or more years. 

One of the joys of visiting Yucatan is 
in living in hotels within the shadow of 
the ruins of Chichén-Itz4 and Uxmal, the 
two sites where the greatest amount of 
reconstruction has taken place. On pre- 
vious visits one could enter the archeo- 
logical zones at night, but this is now 
forbidden; and it is a pity, for testing 
the acoustics of the ball park in Chi- 
chén-Itzàa by moonlight is a memorable 
experience, as is walking in the Nunnery 
Quadrangle at Uxmal at night. But then 
the buildings were designed for the day 
— for sun and shadow. 


Esther Mc Coy 


Photographs by Marvin Rand 
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Eight-petal h oidic shell for the re- 
staurant Los Manantiales at ilco (near Mex 
City) was the first in which 
the thin edge. Previous to thi 
at the edges. Thickness of conctete is 1) inches. Fini- 
shed in 19 
2. Fan structure over a pool at the entrance of the new re- 
sidential development Lomas d rnavaca (south of Cuer- 
navaca). Arms terminating in thin pierced concrete fans 
are cantilevered out from the monkey saddle form, the 
span from fan to fan is is feet. Completed 1959. 
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Mexico Revisited (II): The Presence of Candela 


Esther Mc Coy 


In the clear air above the 7000-foot high 
city there was a view from the plane 
window of the two great volcanos, 
and to one side rose the symbol of mo- 
dern Mexico — the smoking chim- 
ney of a cement factory. The ever-ten- 
ded fires of these factories are really the 
altars of contemporary architecture. It 
was an enterprising cement company 
in the twenties which, offering awards 
to architects for distinguished work in 
concrete, helped to drv up the Spanish 
Colonial and French’ architectural 
streams. 

Millions of tons of concrete were pou- 
red in post and beam construction be- 
fore Felix Candela arrived in Mexico 
to take advantage of the plastic proper- 
ties of the end and to popularize 
the shell. His interest in shells began 
while he was a student at Escuela Su- 
perior de Arquitectura in Madrid, the 
preparation for which as a good groun- 
ding in analytical geometry dad strength 
of materials. The knowledge was ac- 
quired while tutoring students in the 
subjects in order to help pay for his 
education. « After a year or two I began 
to understand the subjects myself. By 
that time I was very much interested in 
the shell. I lean red German and French 
to continue my studies », he said. 

He won a scholarship in 1935 to inve- 
stigate shells in Germany, but when 
he reached the border he was turned 
back; civil war had broken out. That he 
did not study in Germany he later con- 
sidered fortunate — because of what he 
called « the mathematical barrier so cun- 
ningly laid by the German scientists », 
the effect of which was more equations 
than shells. 

«It is essential and requisite to our ti- 
mes to calculate everything », he re- 
marked, but in the case 0 doubly 
curved concrete shells the calculations 
cannot take into account the unpredic- 
table deformations of the material. 

To illustrate this point he likes to quote 
Ortega y Gasset: « Science likes ab- 


Vv__ 


stractions, and abstractions are always 
clear: Ihne essentialficonfusionBi:Mihe 
concrete vital reality, which is always 
unique ». 


Candela spent two years serving as an 
architect with the Spanish Republican 
Atmy, and when the government fell he 
crossed with 500,000 of his countty- 
men into France. The fallen government 
used its remaining funds to keep the 
refugees alive in a concentration camp 
and to relocate them. 


«One day in 1939 my name was cal- 
led. I was told I was to go to Mexico. 
I was without money, I did not own a 
‘acket. I was sent to the State of Chi- 
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huahua where I was put on a construc- 
tion crew to build wooden huts for a 


Spanish colonv. There were 20,000 ot 


us sent to Mexico », Candela recalled. 
In 1941 Candela, with several other re- 
fugees, formed a contracting company 
with a few pesos as capital, 0 he went 
to Acapulco to build post and beam 
structures in concrete. 

He was forty years old before he desi- 
gned his first shell, a cantenary-sha- 
ped batrel vault. That was 1950, the same 
vear that 150 architects were planning 
Ciudad Universitaria. Candela was asked 
by Jorge Gonzales Reyna to design a 
shell for the tinest of all the buildings, 
the Cosmic Ray Pavilion, one of the 


conditions of which was that the roof 


be thin enough to admit cosmic rays 
This gave Candela his first chance to 
experiment with doubly curved sur- 
faces. He coupled two hyperbolic pa- 
raboloidic vaults along a principal pa- 
rtabola and stiffened oe two concrete 
arches to prevent buckling. After the 
forms were in place the concrete was 
trowelled on by hand and then vibrated. 
It was the thinnest concrete roof ever 
to be constructed — 5/8 inch increasing 
to 2 inches at the springings. 

The pavilion stood like a covered wagon 
among the other buildings; its small- 
ness as well as its shape made it a focal 
point. 

Mexico was a fortuitous place fot 
Candela to experiment. It is receptive 
to the new and deferential to the ba- 
roque. A handcraft country with an 
abundance of unskilled labor, it is re- 
sponsive to concrete and hesitant with 
steel. The shell is light in weight and 
therefore suited to the spongy soil of Me- 
xico City. The hperbolic paraboloid is 
especially practical and economical. The 
stresses are so evenly distributed that 
almost no bending moments occur; little 
reinforcing steel is required. The two 
svstems of generators can be formed by 
straight boards, which makes construc- 
tion easily understood bv unskilled labor. 
(This is not the case with some of the 
other doubly curved shells). The design 
is also uncomplicated. The membrane 
stresses can be calculated by plain ele- 
mentary mathematics because only sim- 
ple statics are used; since pi elastic 
properties of the material are hypothe- 
tical, common sense serves as well as 
endless and never altogether accurate 
calculations. In the United States, where 
a formidable array of figures and equa- 
tions are required by a building depart- 
ment, there is much difficultv in obtai- 
ning buil ding permits for hyperbolic pa- 
raboloidie shells Only in a countrv like 
Mexico with a lenient building depart- 
ment could Candela have built his 


3. Chapel at Lomas de Cuernavaca is a hy perbolic parabo- 
loid with a small and a large arch, the large one rising from 
13 feet at the altar to 70 feet, with a span of 100 feet. 

4. Chapel, Lomas de Cuernavaca, Mexico, 1959. Shell 
structure: Felix Candela. Architects: Guillermo Rossell 
and Manuel de la Rosa. 1959. 

s. Chapel At Lomas de Cuernavaca, Mexico, 1959. Plan 
and elevation. 
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6. View of the altar from the tier of steps. Throught the 
glass is a panoramic view of the valley. Installation of seats 
was not yet completed. Avenues of tulip trees, which are 
a mass of orange blooms in the winter, are planted along 
the aisles and in a grove at the edge of the raised platform 
above the plaza. Open ait chapels are a 16th century Spa- 
nish Colonial invention. 

7. Lomas de Cuernavaca Chapel from the Plaza de la Par- 
roquia. Architects are Guillermo Rossell and Manuel de 
la Rosa. The structure is the work of Felix Candela. 

8. Steps from the plaza to the chapel pass the hollow con- 
crete cross with needle point and tapered cross arm (ha- 
ven for birds) whose design is unmistakably related to the 
airplane. 

9. The broad curve of the concrete seats si typically Mex- 
ican, deriving from the Indian %y/aque, a low-backed cur- 
ved chair with leather sling seat. The concrete frame of 
the tiers is filled in with red volcanic gravel. Dark rich 
red gravel walks are a familiar sight in Mexico. 


shells; conditions were far less favorable 
in Spain, as is clear from the obstacles 
met there by Eduardo Toroja. 

In 1951 Candela designed the Church of 
the Virgen Milagrosa, and as was the 
case with Pier Luigi Nervi’s early buil- 
dings, he was awarded the contract on 
the basis of competetive bids. Candela, 
like Nervi, does his own coritracting and 
has his own construction company. In 
1952 the steep saddles of thin concrete 
(1 5/8 inches thick) were handpacked 
and a shape surprisingly Gothic in spi- 
rit emerged. 

« There mas something Gothic abput 
it », Candela conceded. « More than if 
I had deliberately set out to copy Go- 
thic forms ». 

The success of the church was instan- 
taneous, and before it was consecrated 
there were several thousand shells on 
drafting boards across the world. Can- 
dela went on to ring a variety of chan- 
ges on the hyperbolic paraboloid and to 
publish all his equations, but by 1958 it 
became necessary for him to defend the 
shell from the perils of over-success. 
He wrote in the Architectural Record in 
July 1958, « We might ask why the mo- 
dern architect (heir to hundreds of 
vears” tradition of utter disinterest in 
structural problems) should be so ab- 
sorbed of late in constructive forms and 
their plastic expressiveness. Is he in- 
trigued by the forces acting inside a 
structure, by the urge to discover what 
prevents it from collapsing? No, his 
enthusiasm has a more emotional 
basis. Space frames, hanging roofs and 
concrete shells are all legitimate prey 
in what is pronounced a move to huma- 
nize the arid, primitive idiom left to 
us by the pioneers. Structuralism is origi- 
nality?9s new escape-valve ». 

Candela expressed the hope that after 
the novelty of the shape had died down 
that the hyperbolic paraboloid would 
take its place as a practical building 
form; it had, he continued, qualities « far 
more persuasive than esthetic conside- 
rations ». 

Much of his work after the Church of 
the Virgen Milagrosa was the design of 
roofs for other architects. All at once a 
dozen sets of plans began to arrive in 
his office each month with a request for 
a shell roof. Several designed for at- 
chitects in the United States were a di- 
sappointment to him. There was so- 
mething too over-otganized about Ame- 
rican architecture to fit in with his me- 
thods. Many architects traveled to Me- 
xico to see him, « and their consultants 
came », said Candela. «Once an art 
consultant came. Then the bishop ca- 
me. Then the project fell through. There 
was.t60 much team work. A few things 


I do well, and the same is true of Nervi. 
People begin to ask us to do other 
things. Now I must refuse ». 

A fact too little considered is that a 
shell has validity only when it mirrors 
the technological development of the 
country for which it was designed. 
Candela’s shells are purely Mexican. To 
duplicate most of them in the United 
States is to deny our technological con- 
dition. Labor costs here make prohi- 
bitive the stecp slopes of the Virgen 
Milagrosa Church; the pitch must be 
kept within the limitations of the crane. 
What is beautiful and practical in Me- 
xico is too often sheer romanticism here. 
« The hourly cost of truck cranes affects 
the geometry of the shell », said Richard 
Bradshaw, California engineer and shell 
designer. « Crames cost $ 150. an hour, 
and with two working at once there must 
be no delays. The design must take into 


‘ account the method of erection and the 


casting sequence ». He attributes the 
failure of many of the shells in this coun- 
try to the lack of a defined mathematical 
shape. « All surfaces must either reach 
infinity or close in upon themselves. 
Only a few designers know whether they 
are working on a fragment of a closed 
surface or one that goes to infinity ». 
The shell madness is waning, its decline 
imperiling what Candela calls the pro- 


per shell along with the improper one. 


10. Planned originally as a chapel for the large grounds of 
the Hotel Casino de Selva, half of the buildings became a 
restaurant and the rest a theatre. The groined vaults were 
used over a rectangular plan as in earlier work. 

11. Interior of Hotel Casino de Selva restaurant, Cuerna- 
Vaca. 

12. Perspective drawing of Church of the Virgen Mila- 
grosa, Mexico City, 1954. 
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13. Chapel San Miguel Tecamachalco, Mexico, D.F. At- 
chitect: Felix Candela. Structure: Felix Candela, 1959. 
Elevation and section. 

14. Church, Jardines de San Mateo, for residential deve- 
lopment, Mexico D.F. 1961. Architect: Felix Candela. 
Plan, elevation and section. 

15. Chutch, Jardines de San Mateo. Federal district plan, 
section and details. 
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16. Project of the University Theatre, Chapultepec Park, 
Mexico D.F. 1959. Perspective drawing. 
17. Plan and section of the University Theatre, Chapul- 


tepec Park. 
18. Elevation and diagram of the University Theatre, Cha- 


pultepec Park. 
19. Cathedral of Tabasco, Villahermosa, Tabasco 1960. 


Architect: Jorge Creel. Structure: Felix Candela. Eleva- 
tion and plan of columns. 
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Now it is the towers of San Gimignano 
which begin to appear in a jagged line 
on the cramped landscape. Original 
thinking has come from Frei Otto and 
a very few others, and the rest is a mat- 
ter of refining and organizing what has 
already been said. The fashion has not 
yet run its course, and what Horatio 
Greenough said over a hundred years 
ago on fashion, holds today for most 
shells: «I regard the Fashion as the 
instinctive effort of the stationary to 
pass itself off for progress; its embellish- 
ment exhibits the rhythm of organiza- 
tion, without the capacity for action; 
so the Fashion boasts the sensuous phe- 
nomena of progress, without any real 
advance ». 

The shell projects shown at the World 
Conference on Shell Structures in Ber- 
keley, California, last October could be 
divided roughly into the buildable and 
unbuildable (or why buildable) but the 
distressing thing was that there were so 
many ugly ducklings among the buil- 
dable. They had nothing to recommend 
them except that they were still on pa- 
pet. (There were, however, intricately 
folded, flower- like projects from Japan). 
Two characteristics of Candela’s work 
have always been his direct design for 
use and the poetry of his forms. But 
today he is commissioned to by atchi- 
tects to design more businesslike struc- 
tures. (Could it be that the TWA 
Building at Idlewild has made business- 
men less adventurous ?). Two of his buil- 
dings under construction are a long 
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bartel vault for Alcoa in Vera Cruz and 
a folded plate roof structure for a car- 
tridge plant near Cuernavaca. (Soon a se- 
ries if umbrellas of monumental scale 
will be constructed for the Cathedral of 
Tabasco in Villahermosa). 

The eight-petal shell, which he designed 
for the restaurant Los Manantiales in 
Xochimilco, is reduced to a single dou- 
ble-arched shell for the chapel in the 
Lomas de Cuernavaca. It is a great calla 
lily laid on a hilltop, the calyx shelter- 
ing the altar of the open chapel. 
Among his unexecuted projects is the 
fine University Theatre for Chapultepec 
Park in Mexico City; one hyperbolic 
paraboloid rises above another to give 
heihgt to the central area withiouri in- 
troducing interior supports. In two pro- 
jected chapels — San Mateo and San 
Miguel Tecamachalco — each of the 
arches is developed into a smaller arch 
which appears as a superstructure; the 
repetition of the arches in miniature is 
not as happy as the scaled-down saddles 
used in the chapel of the Virgen Mila- 
grosa. 

The return in this decade to post and 
beam columnar architecture, symbol to- 
day as in the past of might and the 
Status quo, has not touched Candela. 
Concrete is to him still a plastic material 
and he has dedicated his talents to the 
statement of this fact. 


Esther Me Coy 


Photographs by Marvin Rand 
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2. Die « Raumstadt » inimmt die Tradition der Wohn- 
stadt wieder auf. Heutigen Verhàltnissen angepasst, klare 
Trennung von \Vohnbezitken und Durchgangsverkehr. 
Differenzierte Gliederung mit ciner beschrinkten Zahl 
genau erarbeiteter Typen. 

3. Beispiel einer Gruppe von Einfamilienhiusern, cinem 
Gemeinschaftshof zugeordnet, koinbiniert mit einem neun- 
stockigen \Vohnturm. 
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In dem bei Knaur erschienenen Lexi- 
kon der modernen Architektur fehlt der 
Name Walter Schwagenscheidt. Fr fehlt 
auch in anderen Kompendien zum 
neuen Bauen. Nur in der ersten Auflage 
(1956) von Hatjes Deutscher Archi- 
tekturgeschichte findet sich im letzten 
Kapitel uber Stadtplanung ein Entwurf 
Schwagenscheidts fir den Neuaufbau 
der Stadt Emden aus dem Jahr 1947, 
damals mit einem Preis ausgezeichnet, 
wenn auch nicht realisiert. Ein ande- 
res stidtebauliches Projekt Schwagen- 
scheidts zeigte die Ausstellung « Die 
Stadt von morgen » an der Interbau in 
Berlin 1957 (deren Material Karl Otto 
dann in einer gleichnamigen Publika- 
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Margit Staber 


Walter Schwagenscheidt: 


Die Raumstadt oder das 


selbstverstàindliche Bauen 


tion zusammenfasste). Spirliche Infor- 
mationen also iber einen Mann der seit 
den friihen zoer Jahren einen der hu- 
mansten und brauchbarsten Vorschlige 
fiir die Befriedigung des Massenwohn- 
bedarfs entwickelt hat: die Rauystadt. 


"Walter Schwagenscheidt hat seine Ge- 


danken 1949 in dem Buch « Die Raum- 
stadt » dargelegt; spiter in dem Bild- 
bindchen « Ein Mensch geht durch die 
Stadt ». Fine dritte Publikation zum 
gleichen Thema, «Meine Bauakte », 
erschien 1955. Heute arbeitet Schwagen- 
scheidt, 77jahrig, an der ersten grossen 
Verwirklichung seiner stidtebaulichen 
Konzeption, der « Nordweststadt », einer 
Satellitenstadt von Frankfurt am Main. 
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Humanes und nicht spektakulires Bauen. 
Die Idee der Rauzzstadt hitte die Grund- 
lage werden kònnen fur den Wiederauf- 
bau und fir den sogenannten « sozialen 
Wohnungsbau » in Deutschland nach 
1945; als Soforthilfe und als Rahmen- 
plan fir einen kinftigen Stadtebau. 
Denn was Schwagenscheidt plant, das 
ist geplant fir den Durchschnittsbiirger, 
fiir dessen Bediirfnisse heute und mot- 
gen. Durchschnittlich heisst in diesem 
Fall nicht mittelmissig sondern selbst- 
verstandlich. Damit hatte er eine geringe 
Chance. Die Schablonenarchitektur die 
in Deutschland — und natirlich nicht 
nur dort — im Gefolge des iberstirz- 
ten wirtschaftlichen Aufschwungs zur 
Regel, wurde, sah sich durch die Idee der 
Raumstadt za einem «zu grossen » Pla- 
nungs- und Gestaltungsaufwand iber- 
fordert. Die Vision einer ginzlich ver- 
wandelten spektakulir-modernen Phy- 
siognomie der neuen Stadt in der sich 
der Architekt als Kiinstler manifestiert, 
fand sich darin scheinbar unterboten. 
Die Rayrstadt will weder ihrem Autor 
ein Denkmal setzen noch der Architek- 
tur, sie will ein menschenwiirdiges Woh- 
nen ermébglichen, will eine Stadt sein 
frei von Verkehr und Industrie, mit 
Griinzonen fiir jedermann, in sozial 
ginstiger Mischung der Bewohner, stàd- 
tische Dichte und Bewegungsfreiheit 
vereinend. Kurz, der nirgends existente 
Normalfall modernen Stadbaus. Die 
Raumstadt ist nicht zu verwechseln mit 
der Friiher einmal  revolutionaren 
« Gartenstadt », die, so wie sie heute 
noch angelegt wird, den Forderungen 
urbanen Lebens nicht gerecht wird und 
— mehr oder weniger gelungen — mit 
der Zeit zur Suburbia verédet. 


Die Wohnstadt 


Schwagenscheidt nimmt die uralte Tra- 
dition der Wohnstadt wieder auf, heu- 
tigen Verhéltnissen angepasst und mit 
heutigen Mitteln realisiert. Fr sieht die 
besten Krafte und fortschrittlichsten 
Methoden am Werk um eine urbane 
Qualitàt zu erreichen die jener der ano- 
nymen Architektur alter Stidte und 
Dòorfer iberall auf der Welt entspricht, 
die mit Sorgfalt, handwerklichem Kén- 
nen, Materialverstand und Sinn fiir Pro- 
portionen auf die Bediirfnisse ihrer Be- 
wohner zugeschnitten waren. Schwagen- 
scheidt denkt an jenes Erscheinungsbild, 
das beispielsweise die alten griechischen 
oder italienischen Stidte so anziehend 
macht. Nicht der individuelle kiinstle- 
rische Ausdruck des Einzelbaues — was 
ja in der Massenbauweise ohnehin un- 
tragbar wire und sich auf Gemein- 
schaftsbauten wie Theater oder auch 
industrielle Anlagen beschtinken muss 


— sondern die abwechslungsreiche Ord- 
nung ahnlicher Hausformationen, die 
freilich nicht schematisiert ist, schaffen 
einen dem menschlichen Mass entspre- 
chenden Stadtorganismus, der natùrlich 
weiterwachsen kann, eine Stilperiode 
der nichsten verbindet und auch stili- 
stische Verschiedenheiten einer Zeit 
ohne Bruch aufnimmt. Die ARauzstadt 
ist keine Utopie: sowohl die soziologi- 
schen wie technischen und Asthetischen 
Forderungen die man heute an den Stadt- 
bau stellt, kònnen auf diese Weise er- 
filllt werden. 


Die Raumstadt 


Das alles steht ausfihrlich in dem Buch 
« Die Raumstadt », 1949 publiziert, wo- 
mit Schwagenscheidt die Gedanken fi- 
xierte die ihn fast 30 Jahre beschîaftig- 
ten. Eng gedringt auf 192 Seiten, ganz 
von Hand in deutscher Schrift geschrie- 
ben, demonstriert Schwagenscheidt was 
er sich unter « Hausbau und Stàdtebau » 
vorstellt und nennt es «Skizzen mit 
Randbemerkungen zu einem verworre- 
nen Thema ». Bescheiden ist aber nur 
die dussere Ausstattung, gezwungener- 
massen, mit den bescheidenen Mitteln 
die ihm in den ersten Nachkriegsjahren 
in Deutschland zur Verfigung standen; 
nicht aber der Inhalt. 

Schwagenscheidt  bemerkt in einem 
Brief: « Wenn ich jetzt in der° Raumstadt 
blittere, was jetzt geschab, wundere ich 
mich, was ich vor Jahren alles ausgedacht 
und aufgeschrieben und aufskizziert. habe, 
— mas erst heute hier und da, în Ansàtzen, 
Allgemeingut und dann als neue. Errun- 


genschaft dargestellt wird. So besitgt Frank- 
furt am Main keine Ladenstrasse, obmwohl 


1949, als die ° Raumstadt’ erschien, noch 
nichts aufgebaut war und ich den massgeb- 
lichen Herren ein Exemplar von Kronberg 
nach Frankfurt im Rucksack hinbrachte. 
Uber den Zeilenbau ist man kaum irgendwo 
hinausgekommen... ». Walter  Schwagen- 
scheidt lebt seit 1933 in Kronberg im 
Taunus in der Nahe von Frankfurt am 
Main, weshalb ihm diese Stadt als Bei- 
spiel dessen was nicht hatte: geschehen 
sollen besonders nahe liegt. 


Eine Karriere mit Hindernissen 


Walter Schwagenscheidt kam in einem 
Alter an nennenswerte Bauauftrige her- 
an in dem andere sich zur Ruhe setzen. 
Sein Fall gleicht dem von Hans Scha- 
roun (siete ZODIAC 10): beide stan- 
den am Beginn einer Karriere, die sie 
zweifellos auf internationale Ebene ge- 
fihrt hatte, als Hitler an die Macht 
kam und ihr éffentliches Wirken brutal 
abgeschnitten wurde. Und cin Atchi- 
tekt der nicht bauen darf ist zum Schwei- 
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4-5-6. \Vo es das Gelinde erlaubt, und dem Gelinde ange- 


passt, in Richtung zur Sonne Zusammenschluss von Ein- 
familienhiusern, jedes mit einem Héchstmass an Abge- 


schlossenheit gegen den Nachbarn. 
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7. Doppelseite aus Walter Schwagenscheidt's Buch: « Die 
Raumstadt », erschienen 1949. Beispiel tiir die Organisa- 
tion einer Ladenstrasse. 

8-9. Um 1925: Entwurf einer Kathedrale fir Belgrad. 

Io. Antangs der zoer Jahre beschàftigte sich Schwagen- 
scheidt mit Problemen des Kirchenbaues: Studie fiir einen 
Kirchturm in Holzkonstruktion. 


gen verurteilt. Wie Scharoun blieb auch 
Schwagenscheidt in Deutschland; wie 
diesem blieb ihm nichts anderes zu tun 
ùbrig als auf dem Papier zu planen, Ge- 
danken im Stillen weiterzuentwickeln, 
was er denn auch griindlich besorgte, 
und auf bessere Zeiten zu hoffen. Durch 
sei nen Exodus mit der Gruppe von Ernst 
May ins kommunistische Russland hatte 
sich Schwagenscheidt gegeniber den 
Herren des 3. Reiches besonders ver- 
dichtig gemacht. 

Als dann 1945 die braune Aera zu Ende 
war und eine moralisch und geistig in- 
tegre, weltoffenere Zeit anzubrechen 
schien, musste Schwagenscheidt fast 
6ojihrig von neuem beginnen. Heute 
erst wird man sich dariiber klar welche 
Bedeutung ihm fiir die Erneuerung der 
Architektur in Deutschland zukommt. 
Nur in der Fachliteratur scheint man 
dies noch nicht bemerkt zu haben; 
freilich hat sich Schwagenscheidt nie um 
persOnliche Anerkennung bemiiht. Und 
immer noch ist er auf Wettbewerbe an- 
gewiesen, wobei ihm in den letzten 
Hahren allerdings erster Preis um er- 
ster Preis zufiel, um zu Bauauftrigen 
zu kommen die eine grosszigige An- 
wendung der Raumstadt-Idee gestatten. 
Grossziigig nicht im Materiellen,. das 
interessiert Schwagenscheidt gar nicht, 
sondern grosszigig darin, freie Hand zu 


haben und keine Abstriche an den eige- 
nen Vorstellungen machen zu miissen. 
1961 erhielt Walter Schwagenscheidt den 
Eduard-von-der-Heydt-Preis der Stadt 
Wuppertal. Seit 1960 ist der Mitglied 
der Akademie der Kiinste in Berlin. 
Walter Schwagenscheidt wurde 1886 in 
Elberfeld geboren; also im gleichen 
Jahr wie Miés van der Rohe. Wie 
dieser machte er den Weg zur Archi- 
tektur von unten auf, wie dieser besitzt 
er praktische Erfahrung im Maurer- 
handwerk, das heisst, hat ein unmittel- 
bares Verhaltnis zu Material, Konstruk- 
tion und Handwerk. Mit 14 Jahren trat 
Schwagenscheidt in ein Architekturbiiro 
seiner Heimatstadt ein, besuchte neben- 
bei Kurse an der Kunstgewerbeschule. 
Zehn Jahre spàter hatte er geniigend er- 
spart um sich ein Semester in der Ar- 
chitekturabteilung der Kunstgewerbe- 
schule Diisseldorf leisten zu k©nnen. 
Sein Lehrer, Wilhelm Kreis, galt als 
Spezialist fir Bismarcktùrme. Als 
Schwagenscheidt fir weitere vier Jahre 
in dessen Privatbiiro eintrat, wurde ihm 
denn auch als erste Arbeit der Ent- 
wurf fir einen Bismarck-Turm ùbetra- 
gen, — der 63. der aus dem Biiro Kreis 
hervorging. Mit einem Stipendium der 
Stadt Elberfeld konnte Schwagenscheidt 
schliesslich bei Paul Bonatz an der 
Technischen Hochschule Stuttgart ein 
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Semester belegen und eines bei Theodor 
Fischer in Miinchen. Und der Name 
eines Architekten bei dem er anschlies- 
send arbeitete, ist erwihnenswert: Ri- 
chard Riemerschmid. 

Nach geistigen Anregungen befragt, 
nennt Schwagenscheidt die Darmstàdter 
Kinstlerkolonie 1902 (er war 16); cine 
Ausstellung Hans von Maree’s in El- 
berfeld zur selben Zeit; das Mannes- 
mann-Haus von Peter Behrens in Diùs- 
seldorf; das. Gewerkschaftshaus von 
Bruno Taut; Van de Velde’s Werk- 
bundtheater in Ké6ln 1914. 

Durch Vertmittlung von Paul Bonatz 
kam Schwagenscheidt 1921 als Assistent 
an den Lehrstuhl fiir Statdebau der 
Technischen Hochschule Aachen. In 
diesen Jahren begann er sich publizi- 
stisch iber urbanistische Probleme zu 
Aussern, nicht gerade im Einklang mit 
der offiziellen Lehrmei nung in Aachen. 
1927 wechselte er mit einem Lehrauf- 
trao an die Werkkunstsschule Offen- 
bach iber, von wo ihn Ernst May 


(damals Stadtbaurat in Frankfurt am 
Main) wegholte um ihm die kinstleri- 
sche und technische Leitung der « Gar- 
tenstadt-Gesellschaft » in Frankfurt zu 
ùbertragen. Die Wirtschaftskrise ver- 
hinderte dann zum gròssten Teil die 
Ausfihrung der Frankfurter  Planun- 
gen. Mit Ernst May und dem von ihm 
zusammengestellten Stidtebauer-Team 
ging Schwagenscheidt 1930 nach Russ- 
land, wo die Gruppe bis 1933 tàtig war. 


Mit Ernst May in der UDSSR 


« Unsere erste Aufgabe war, eine Stadt 
Magnitogorsk im Ural z4 planen und zu 
bauen. Die Stadt sollte 200.000 Einwoh- 
ner haben. Dort war ein Eisenberg. Rie- 
senbafte Industrieanlagen waren unter Lei- 
tung ameriKanischer Ingenieure fast fertig. 
In Baracken, Hiitten, Zelten, Erdlòchern 
lebten zu der Zeit dort 250.000 Menschen, 
die das Werk aufgebaut hatten. Sie lebten 
in einer ° wremenie®” Stadt, einer ° zeitlichen” 
Stadt, die spéter beseitigt werden sollte, 
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wenn unsere neue ° Sozialistische Stadt” ne- 
benan auf jungfraulichem Steppenboden fer- 
fig war. Eine kleine Gruppe, zu der ich 
gehòrte, fubr Ende Januar 1931 unter Lei- 
tung von May gen Osten, drei Tage und drei 
Nichte, immerzu. Mit nur 18 Stunden 
Verspatung kamen wir an, aber wir kamen 
an. Zur Besichtigung der ° Baustelle Magni- 
togorsg°. Kein Haus, kein Strauch, Steppe 
weit und breit. Dort sollten wir eine grosse 
Stadt bauen. Wir fuhren dann meiter bis 
tief nach Sibirien hinein, wo wir den Auf- 
trag ftir fiinf neu zu griindende Stidte hbatten. 
Es mag verriickt klingen, aber wir batten... ». 


Was heute bei uns als Errungenschaft der 
Neuzeit, als ® Stadt von morgen ’ bezeichnet 
wird, das war bei unseren Planungen selbst- 
versiindlich. Aber nicht wie bei Chan- 
digarh oder bei Brasilia, um vergleich- 
bare Projekte zu nennen, kam Befrie- 
digung und Erfolg des fertigen Werkes 
hinzu. Was iberhaupt ausgefùhrt wer- 
den konnte war kliglich. Es fehlte an 
Werkstoffen, an Fachkriften, an Ma- 
schinen, einfach an allem was zur Ab- 
wicklung eines Bauvorhabens dieser 
Gréòssenordnung notwendig gewesen 
ware. 

Schwagenscheidt schlug dann vor die 
« zeitliche » Stadt zu der endgiltigen zu 
machen: die « wachsende » Stadt, die ja 
in der Struktur der Raumstadt prinzi- 
piell enthalten ist und die Schwagen- 
scheidt dann wieder fiir den Wiederauf- 
bau in Deutschland vorschlug, der eben- 
falls aus einer primitiven Notsituation 
heraus begann. « En ganzes Jahr habe 
ich mit einer Gruppe an dieser wachsenden 
Stadt gearbeitet. Was nach meiner Abreise 
damit geschah, das weiss ich nicht... In die 
Zeit unserer Titigkeit fiel die Rede von 
Stalin, dass ab sofort wieder Séulen und 
Tiirmchen zu machen seien; fiir die Arbeiter 
seien die einfachen, glatten Hiuser nicht gut 
senug. Die russischen. Architekten stellten 
sich von einem zum anderen Tag um. Erst 


Pi 


kiirzlich wurde dieser. Befehl anfeehoben ». 


Fiir Ernst Mays Team bedentete das 
jedenfalls das Ende ihrer Tatigkeit. 
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Die Nachkriegsauftrige 


Walter Schwagenscheidt ging 1952 mit 
dem 1928 geborenen Architekten Tas- 
silo Sittmann eine Arbeitsgemeinschaft 
ein, die bis heute andauert. Frei von per- 
s6nlichem Ehrgeiz nimmt Schwagen- 
scheidt seither keine der aus seinem Bii- 
ro hervorgehenden Arbeiten mehr fiir 
sich allein in Anspruch. Unter ihren ge- 
meinsamen Auftrigen — Ein- und Mehr- 
familienhausern, cine Fabrikanlage, das 
Schwesternwohnheim in Kronberg 1958 
-59, das «Haus der Jugend » in Weilburg- 
Odersbach 1959, die Deutsche Buch- 
handlerschule in Frankfurt 1962 — neh- 
men die Wettbewerbsprojekte eine Son- 
derstellung ein. Fast immer handelt es 
sich dabei stidtebauliche Aufgaben. 


Die eindrucksvollsten Léòsungen fan- 
den Schwagenscheidt und  Sittmann 
in dem internationalen Wohnungsbau- 
Wettbewerb der Montan-Union in Lu- 
xemburg fir eine kleine Stadt mit 400 
Wohnungen, Schule, Kirche und Ge- 
schaftszentrum, ausgezeichnet mit ei- 
nem der sechs ersten Preise, sowie die 
« Nordweststadt » in Frankfurt. Uber 
die Art seiner Zusammenarbeit mit Tas- 
silo Sittman befragt, antwortete Schwa- 
genscheidt im Bezug auf die « Nord- 
weststadt », was auch allgemein gelten 
diirfte: « Das Grandprinzip der  stidte- 
baulichen Gestaltung der Mordweststadt ist 
die riumliche Gruppierung, wie ich sie in 
den 20er Jahren, ich kann sagen ab 1920 
ausdachte und festlegte. Alles Grundlegende 
und Wesentliche ist von mir damals erar- 
beitet worden. Herr Sittmann wurde 1928 
geboren. Das Buch ® Die Raumstadt, die 
das enthélt, entstand, als. Herr Sittmann 
noch zur Schule ging. Aber trotgdemi Kei- 
ner hat meine Gedanken so aufgenommen und 
angenommen und in vielen Variationen so 
verarbeitet, wie Herr Sittmann. Herr Sitt- 
mann arbeitet seit 10 Jahren bei mir... 
Wenn ich mich zum ewigen Schlummer nie- 
derliege, habe ich. cinen Jinger, der meine 
Gedanken fortfiihrt, — das ist doch sehr 
wichtig. Und dartiber bin ich frob ». 
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17. Schwesternwohnheim in Kronberg/Taunus. 1958/59. 
\nsicht von Stdosten. Gliederung des Baukòrpers der 
Sonne zu. Entsprechend der Gliederung farbige Behan- 
dlung der Aussenfronten. Dachterrasse. 

18. Schwesternwohnheim in Kronberg im Taunus. Grund- 
riss Erdgeschoss. } 
19. Schwesternwohnheim in Kronberg/Taunus. 


\nsicht 
von Nordwesten. 
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Architektur als Raumbildung 


Die Konzeption der Razzstadt geht von 
der Vorstellung aus, dass Wohnung zu 
Haus, Haus zu Quartier, Quartier zu 
Stadt, und umgekehrt, eine sinnvolle Be- 
ziehung haben miissten so betrachtet, 
riickt sie in die Nahe des organischen 
Bauens, und Schwagenscheidt dirfte 
davon auch beinflusst worden sein. Sie 
bedingen sich gegenseitig: eine ist ohne 
das andere nicht denkbar. Ein Charak- 
teristikum ist die Hofbildung, Wohn- 
hof im kleinen, Plaza im grossen, was 
mit zu der ausserordentlich reichen pla- 
stischen Gestaltung der Schwagen- 
scheidtschen Stadtstruktur  beitràgt. 


« Vor allem bin ich der Meinung, dass wir 
uns auf das Grundelement allen Bauens 
besinnen miissen, dass wir auf die Raum- 
bildung Kommen miissen, die uns în iiberra- 
schender Weise unerschipfliche Miglichkei- 
ten der Formung gibt. Des weiteren ist es 
die Natur, die uns zur Hilfe Kommen muss, 
— micht ein bisschen Gemiisegarten hinterm 
Haus, sondern Natur im meitesten Sinne als 
Gestaltungsmittel in der Hand des Stid- 
tebauers. Wir wollen mit wissenschaftlicher 
Griindlichkeit alles das konstruieren und 
errechnen, was auf diese Weise zweifelsfrei 
Zu erfassen ist, aber dartiber hinaus mbchte 
ich allen Reix und Zauber, alle Poesie, 


wie Bananlagen sie haben kònnen, einfangen... 
Die 60 werden mit der umgebenden 
Natur zu Haus- und Baumkameradschaf- 
ten gruppiert mit Gemeinschaftshifen als 
Mittelpunkt dieser Gruppen. Diese. Aus- 
senriume sind vielfach benutgbar féir jung 
und alt, zum Spielen fiir die KI und zum 
ee und sich-Ergitzen fiir die Ripr 
senen. Wir wollen sie auf die mannigfachste 
Art ausstatten, auch mit Werken unserer 
Bildhauer und Maler, oft wechselnd, damit 
immer ftir neue Kumstwerke Aufmerksam- 
keit gemeckt wird. So entstehen Hofbildun- 


Len, Riume, als umschliessende Hiillen des 


Lebens statt von aussen zu betrachtende Kòr- 
per und Fassaden. Dem vielgestaltisen Leben 
hat der Architekt Hintergrand und Rah- 
men zu geben. Architektur ist keine Kunst 
an sich wie die Malerei und Plastik, — ein 
Bild und eine Skuptur geniesst man, aber 
cin Bauwerk benutzt man, es ist wie ein 
Gebrauchsgegenstand ». 

Differenzierung  gewinnt  Schwagen- 
scheidt ion Robi einer be- 
schrinkten Zahl von Elementen, Ty- 
pen. Reichtung entsteht demnach nicht 
durch Vielzahl sondern durch Variation. 
Das Mischen der fiir die verschiedenen 
Wohntypen erforderlichen Haustypen, 
der Rhythmus von hoch und niedrig, die 
Verteilung der Volumen, filhren zu ei- 
nem lebendigen, akzentuierten Stadt- 
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o. « Haus der Jugend » in Weilburg-Odersbach. 1959. 
3lick vom Schlaftrakt auf das Gemeinschaftsgebiude mit 
den Sonnenterrassen. Das Gelainde fallt nach \Mesten ab 
mit Blick in das Tal der Lahn und wird von einem dichten 
\Vlad begrenzt. 

21. « Haus der Jugend ». Grundrisse Erdgeschoss. Links 
vorn Schlaftrakt mit Innenhof. Rechts Gemeinschaftshaus 
mit Tagesriumen, Speisesaal etc. Tagesriume und Klasse 
sind zweiseitig belichtet. Der Komplex hat eine dreifache 
Funktion zu erfillen: Jugendherberge, Schullandheim und 


N 


Kreisjugendheim. 
22. « Haus der Jugend ». Grundriss Obergeschoss. 
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23. «Haus der Jugend ». Ansicht von Sùdwesten. Links 
Schlaftrakt, rechts Gemeinschaftshaus. Der Schlaftrakt ist 
nach Sidosten orientiert, gestafielt und im vorderen Teil 
auf Stiitzen gestellt. Vom Innenhof Durchblick in das Tal 
der Lahn. Diese Gestaltungs - motive kehren bei den 
Bauten der Deutschen Buchhandlerschule wieder. 

24. « Haus der Jugend ». \Vohnhaus der Herbergseltern. 
Material der Bauten: Ziegelsteinmauerwerk aussen und in- 
nen; Sichtbeton; Holzverschalungen. Farbgebung: blau 
rot, grau, schwarz, weis 

25. « Haus der Jugend ». Schlafraum fir Lehrer oder Ju- 
gendleiter. Spartanisch einfache Finrichtung. Die M6- 
bel wurden von den Architekten entworfen. 

26. « Haus der Jugend ». Korridor im Schlaftrakt mit ver- 
schiebbarer Trenntiir zwischen dem Teil fir Knaben und 
dem fiir Madchen, je nach Anzahl der Kinder. 


» 


gefiige. Zu iberschaubaren Zellen, in 
Quartieren, zu einem Wohnbereich mit 
dem sich der Bewohner identifizieren 
kann. 

Schwagenscheidt ist kein Idealist und 
kein Idylliker. Die Asthetischen und so- 
ziologischen Komponenten der Raum- 
stadt sind gleichzeitig ihre funktionalen: 
die Mischbauweise ermoglicht Verdich- 
tung wo der Boden knapp ist und die 
Anlage von Griinzonen, — wenn Schwa- 
genscheidt auch bei giinstigem Gelinde 
aufzulockern liebt, dem rechten Winkel 
entflieht zugunsten einer freiren rium- 
lichen Ordnung. Immer ist es nicht der 
Aufwand im Materiellen sondern in der 
gestalterischen Idee, die nie jedoch dem 
geforderten Zweck entflieht. Die Be- 
schrinkung auf wenige flexible Haustv- 
pen und Grundrisse erlaubt Standardi- 
sierung bis ins Detail, und die Méglich- 
keit der Vorfabrikation bietet sich als 
Selbstverstàndlichkeit an. Die Ray 
stadt als offenes Svstem hat zudem den 
unschatzbaren Vorteil, jederzeit sinn- 
gemfdss erweitert und verindert werden 
zu kò6nnen, — sie wird dann zur na- 
tiirlich « wachsenden » Stadt, die auch 
Korrekturen und Umstrukturierungen 
vertràgt. 

Héchste Qualitàt im Entwurf der Haus- 
tvypen und der Grundrissgestaltung, der 
konstruktiven und technischen Details, 
sind allerdings unerlasslich fir die ein- 
wandfreie Gesamterscheinung der Raum- 
stadt. Die Formfrage wird insofern irre- 
levant als sie sich von selbst lost, wenn 
der Architekt seine kreativen Fàahig- 
keiten fir die sachgerechte Erfiullung 
der Aufgabe einsetzt. Dazu gehéòrt fur 
Schwagenscheidt das Fingerspitzenge- 
fiilhl im Finsatz der konstruktiven Ele- 
mente um ohne zusatzlichen Aufwand 
ein Mehr an Wirkung und Beziehungen 
herauszuarbeiten. Auch die Farbgestal- 
tung als rhytmische Steigerung der Vo- 
lumen und Proportionen geh6rt dazu. 


Der Verkehr 


Die Grundvoraussetzung fir das Funk- 
tionieren der Raurstadt ist die L6sung 
der Verkehrsprobleme. Schwagenscheidt 
macht zwei Teilprobleme daraus: 1) die 
Verkehrsfihrung innerhalb jeder Grup- 
penbauanlage, die sogenannte « Tiefen- 
erschliessung »; 2) die Zuordnung der 
Wohnbezirtke zum Durchgangsverkehr. 
Das Svstem der Tiefenerschliessung ist 
heute noch umstritten. Die « Nord- 
weststadt » wird auch in dieser Bezie- 
hung ein Studienobjekt des Stadtebaus 


Dieci sefenerschliessung 


Es handelt sich um die logische 
Weiterentwicklung der Zeilenbauweise. 


Schwagenscheidt geht von dem Gedan- 
ken aus: « Strasser kosten in der Anlage, 
Unterbaltung und Erneuerung viel Geld. 
— Also so wenig Strassen als méglich ! Es 
gilt mit dem Kleinsten Aufwand an Stras- 
sen den grossten baulichen Nutzen zu er- 
Z/elen ». Seine zu ràumlichen Einheiten 
zusammengefassten Hausgruppen wer- 
den gewissermassen vom Verkehr unab- 
hangige Inseln; der Durchgangsverkehr 
fliesst am Rand vorbei; Maximale Son- 
nenausnitzung auch gròsserer Woh- 
neinheiten und Wohndichten sind nach 
Ansicht Schwagenscheidts  iberhaupt 
nur auf diese Weise zu erreichen; « Fer 
ist der Versuch gemacht, mit dem nach der 
Sonne Nord-Stid und Ost-West ausgerichte- 
ten und von der Strasse abgewandten Zeilen- 
bau und dem Urbegriff allen Bauens, dem 
Raum, zu arbetten. Das einzelne Haus ver- 
liert gegentiber der Gemeinschaft von Hiéiu- 


sern seine kòrperliche Wichtigkeit, es dient 


einer hòheren Idee, dem Rauri. Der Zeilen- 
bau héngt noch sebr fest an der Strasse, — bei 
der Gruppenbananlage und den nach der Tie- 


fe zu angeordneten Aussenriumen macht 


man sich weitgehend von der Strasse frei. Die 
Gruppen héingen lose, gewissermassen mit 
einem Faden, an der Strasse. Die Hduser 
sind tiber Fussgingerwege zuginglich. Die 
Wobnungen sind zum Hicbstmass der Be- 
sonnung ausgerichtet ». Ein Detail der Ko- 
stenfrage: « Liegen die Strassenleitungen, 
Kanal, Wasser, Gas und elektrische Kabel- 
leitungen statt in der Verkebrsbabn oder 
im Birgersteig nicht besser in einem beson- 
ders daftir bestimmten Streifen, der geòff- 
net werden kann, ohne dass. der Verkehbr 
beeintrichtigt wird? Hier konnten nach Be- 
lieben Schichte sein, Treppen nach unten, 
Einsteigtiirme, um an wichtige Punkte ohne 
Aufbrucbarbeiten heranzukommen. Die Lei- 
tungen îibersichtlicb, leicht zuginglich, nicht 
verborgen und vergraben nattirlich in Dek- 
kung gegen Frost ». Fiùr den Innenausbau 
ist die Zusammenfassung der Installatio- 
nen in einer «Installationszelle » eine 
shnlich 6konomische Lésung, vor allem 
auch in Bezug auf den Gebrauch, Kon- 
trolle und Reparatur. 


Der DurchgangsverKehr 


« Der Verkebr ist geregelt, der erst gar nicht 
aufkommt. Die Stidte, auch grosse Stidte 
sollen so untergeteilt sein, dass die meisten 
Menschen zur Arbeitsstitte zu Fuss gehben 
kinnen. Aber dann ist nattirlich auch dem 
Verkehr an der rechten Stelle das Seine zu 
geben, — wenn ein Auto 100 km în der 
Stunde fabren kann, dann soll es auch die 
Miglichkeit daza haben... Das Strassen- 
und Verkehrsnetz wird, ohne zusitzliche 
Strassen zu benòtigen, neu zu gestalten sein. 
Fiir die Bewiltigung des modernen Verkehrs 
werden nicht etwa mehr Strassen als bisher, 
sondern weniger notwendig sein, wenn der 
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27 


28 


Verkehr richtig organisiert wird, — fi 
die Wobnbezirke mit den nenartigen Auf 
schliessungen iberbaupt nur ein Bruchteil 
an Fabrstrassen... ». Die Garagen wer- 
den weitgehend in eine unterirdische 
Parkebene verlegt; Die Méglichkeit, 
Wohn- und Arbeitszonen so nahe zu- 
sammenzubringen, dass sie untereinan- 
der zu Fuss erreichbar sind, wird Schwa- 
genscheidt heute gewiss auch skeptischer 
beurteilen als zu der Zeit in der er « Die 
Raumstadt » verfasste, — dem dieses 
und die vorhergehenden Zitate entnom- 
men sind. Es war nicht vorauszusehen, 
in welchem Ausmass sowohl stàdtische 
wie lindliche Gebiete iberbaut und mi- 
teinander verflochten werden wirden; 
das System Tiefenerschliessung  — 
Durchgangsverkehr gewinnt damit nur 
vermehrt Bedeutung fir reibungslose 
Schnellverbindungen einerseits, und Iso- 
lierung der Wohnsphire andererseits. 


Die « Nordweststadt » in Frankfurt am 
Main 


Obwohl das Projekt Schwagenscheidt/ 
Sittmann seinerzeit von der Jury in den 
3.Rang verwiesen worden war, iber- 
trug ihm die fur einmal fortschrittlicher 
denkende Stadtische Baubeh6rde die 
Ausfihrungsarbeiten. Allmahlich ver- 
wandelt sich die Mammutbaustelle der 
«Nordweststadt» in jene Wohnlandschaft 
die Schwagenscheidt als ein Grund- 
recht des Menschen versteht. Und weil 
er sie so selbstverstindlich anlegt als 
hàtte man einem alten Stadtteil ein neues, 
grosszigigeres und ebenso beziehungs- 
reiches Quartier angefiigt, entgeht er 
der Kiinstlichkeit und Sterilitàt, die die 
meisten derartigen neuangelegten Sied- 
lungsgebiete zu einem Ort der Lange- 
weile machen, dem man so rasch als 
mbOglich entflieht. 

Die « Nordweststadt » liegt im Norden 
der City der Millionenstadt Frankfurt 
am Main. Sie wird 20.000 Einwohner 
in Nachbarschaften von 5- bis 6.000 
Menschen aufnehmen und insgesamt 
6.500 Wohnungen enthalten. Das Ge- 
lande dieser Planung liegt zwischen vier 
gr6sseren schon bestehenden Siedlun- 
gen, darunter die zwischen 1925 und 
193ovon Ernst May erbauten « Ròmer- 
stadt» und « Praunheim ». Diese Sied- 
lungen und Schwagenscheidts neu zu 
errichtender Teil sollen dann zu der 
eigentlichen « Nordweststadt » von rund 
40.000 Einwolinern zusammenwachsen. 
Im Kern dieser Agglomeration bezeich- 
net vorlaufig ein weisser Fleck das ge- 
meinsame Kultur- und Gemeinschafts- 
zentrum — schwerfalliger Name fir 
cine Anlage von der man hoftt, dass sie 
cityihnlichen Charakter annehmen wird, 
als ein aktives Zentrum das neben der 
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27. Neue Deutsche BuchhaAndlerschule. Grundrisse Ober- 
geschoss. 

28. Neue Deutsche BuchhaAndlerschule. Grundrisse Erd- 
geschoss. Vorn rechts altes GutsgebAude, umgebaut als 
Wohnung fiir Hausmeister und Personal. Links: Internats- 
gebaiude mit dem auf Stiitzen gestellten Geschoss (rechts) 
in dessen Mitte «Installationszelle ». Links oben: Schul- 
gebiude. Oben Mitte: Wohnhaus des Schulleiters. Oben 
rechts: einst6ckiges Wirtschaftsgebàude mit Kiiche, Wirt- 
schaftsriumen und zwei Essriumen. Zwischen Wirtschafts- 
gebiude und altem Gutshaus das zu einer Transformato- 
renstation umgebaute Stallgebàude. Zwischen \Wirtschafts- 
gebàude und Trafo-Station der « Hof », der spiter mit 
einem Brunnen, Bainken und einer Plastik ausgestattet 
werden soll. 

29. Neue Deutsche Buchhandlerschule in Frankfurt am 
Main. 1962. Internatsgebiude von Siiden; rechts kleines 
Wohnhaus fiir den Schulleiter. Zusammenschluss mehrerer 
Gebiude verschiedener Fanktion (wie bei dem « Haus 
der Jugend ») unter Einbezug bereits bestehender Bauten. 
Die Hanglage erméglichte es, einen Teil des Internatsge- 


biudes auf Stiitzen zu stellen und dadurch cine offene 
Halle zu gewinnen. Dachterrasse auch auf dem Direktor- 
haus. 

30. Neue Deutsche Buchh'indlerschule. Nordseite. Rechts 
InternatsgebAude; links Schulgebiude. Doppelseitige Be- 
lichtung der grossen Klassentàume nach Norden und Siden. 
31. « Nordweststadt ». Satellitenstadt am Rande von Frank- 
furt am Main. Etwa 150 Wohnungen im Rohbau (Winter 
1962/63). Geplant ist die Unterbringung von 28.000 Men- 
schen in Nachbarschaften von je 5- 6.000. Dieser nach den 
stidtebaulichen plinen und unter der  kiinstlerischen 
Oberleitung der Arbeitsgemeinschaft Walter Schwagen- 
scheidt/Tassilo Sittmann zu errichtende Teil (Verkehtsin- 
genieur: Paul Leuner, Gartenarchitekt: Erich Hanke) soll 
mit vier bereits bestehenden umliegenden Siedlungen zu 
einer Stadt von rund 40.000 Einwohnern verschmolzen 
werden. 

33. « Nordweststadt ». Modellstudie einer. Hausgruppe 
am Rand einer Durchgangsstrasse. Parallel zu dieser Park- 
plitze und Garagen. Die meisten Garagen werden un- 
terirdisch verlegt. 
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hanke 33. « Nordweststadt ». Plan der Tiefgaragen. 
teuner 34. « Nordweststadt ». Plan der Fussgingerwege. 


35. « Nordweststadt ». Strassenplan. 
36. « Nordweststadt ». Uberbauungsplan. 


grosstadtischen City von Frankfurt ein 
eigenes Leben entfalten kann und von 
den Bewohnern wirklich benttzt wird. 
Schwagenscheidt und Sittmann haben 
auch fiir dieses Hauptzentrum ein Pro- 
jekt vorgelegt, das man eine Schicht- 
planung nennen méchte, indem die zu 
erfillenden Funktionen in mehreren 
Ebenen ibereinander gelegt sind. Auch 
hier typische Raumbildungen, die weder 
den grossen Zusammenhang noch das 
Detail aus dem Auge verlieren, wie die 
Modellstudien deutlich zeigen. 


Fir die Organisation des Verkehrs in 
der « Nordweststadt » waren die Haupt- 
verkehrsstrasse zur City von Frankfurt 
und ein spàter zu errichtender « Rhein- 
Main-Schnellweg »  verbindlich. Die 
Schnellstrasse fùhrt quer durch die Uber- 
bauung; die Durchgangsstrassen liegen 
unter dem Niveau der Uberbauung. In- 
nerhalb der Wohnzonen hat Schwa- 
genscheidt den Verkehr konsequent auf 
Zubringerdienste beschrankt; Stichstras- 
sen, die an Wendeplitze fihren. Als 
Fussgangerstrassen iberqueren sie auch 
far Briicken die Hauptverkehrswege. 
Die Parkplatze, beziehungsweise Gara- 
gen, sind meist als Tiergaragen parallel 
zu den Verkehrsadern an den Rand eines 
jeden Quartiers verlegt. Fiir 6,500 Woh- 
nungen sind 4.500 Autoabstellplitze 
bzw. Garagen vorgesehen. Die Bewoh- 
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ner erreichen ihre Hauser zu Fuss und 
es wurde darauf geachtet, dass die Park- 
plitze nie weiter als héchstens 100 Meter 
von der Wohnung entfernt liegen. Der 
Verkehr wird also nicht gedrosselt, son- 
dern auf den ihm zukommenden Platz 
verwiesen. 

Schwagenscheidt hat sein Projekt in drei 
Wohnzonen aufgetelt, jede mit einem 
cigenen Gemeinschaftszentrum und ei- 
ner eigenen Schule. Alle drei sind nach 
dem zukiinftigen Hauptzentrum orien- 
iert. Und jede Zone ist nach dem System 
der Tiefenerschliessung in kleinere und 
gròssere Einheiten unterteilt, dem Sied- 
lungsprogram und dem Gelàinde ent- 
sprechend. 

Das Gelainde der « Nordweststadt » ist 
im Besitz der drei gròssten Frankfurter 
Siedlungsgesellschaften und Schwagen- 


scheidt hatte die schwierige Aufgabe zu 


lòsen, seine stidtebauliche Konzeption 


mit deren Siedlungsprogramm in Ein- 
klang zu bringen. Schwagenscheidt hat 
fir die « Nordweststadt » mit der Stadt 
Frankfurt einen Vertrag abgeschlossen, 
der ihm die stadtebauliche Gestaltung 
und kinstlerische Oberleitung uùber- 
trigt. Im Rahmen seines Grund- und 
Uberbauungsplanes werden die Einzel- 
bauten von den Architekten der Sied- 
lungsgesellschaften ausgefihrt. Schwa- 
genscheidt bemerkt dazu: « Das isf be- 
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37. Modellstudie Hauptzentrum der « Nordweststadt ». 
(Mitarbeiter: Dipl. Ing. Giinter Plessow, Verkehrsing. 
Paul Leunet). Typische Differenzierung im Sinn der 
« Raumstadt »; Gebiudegruppen mit Platzbildungen, kein 
Durchgangsverkehr. 7 

38. Langsschnitt Hauptzentrum « Nordweststadt ». Der 
Wechsel der Haush6hen bestimmt die Silhouette. 
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stimmt ein sehr interessantes Experiment, 
wortiber spéter noch manches zu sagen sein 
wird, wenn die Nordweststadt stebt... Jedem 
Haus, so lang, so boch, ist sein Platz ange- 
wiesen. Das soll die Musik ergeben. Fiir die 
Hiuser haben wir Richtlinien aufgesteltt, 
sodass ganz Herausfallendes nicht zu be- 
fiirchten ist. Alle Hduser, von welchem Ar- 
chitekten auch, nicht nur die Wobnhàuser, 
sondern auch Kirchen, Schulen (diese. mit 
Einschrinkungen), Léden usw. miissen mir 
vorgelegt werden, — selbstversténdlich ist 
das nicht dasselbe, als hétte ich alles selber 
gemacht ». 


Experiment Vorfabrikation 


Etwa 5 Prozent des gesamten Bauvolu- 
mens werden in Fertigbauwcise erstellt 
das heisst 350 Wohnungen, nach der Me- 
thode Coignet-Holzmann. Diese Me- 
thode stiitzt sich auf wenige, genormte 
Elemente: grosse Betonplatten, Wand- 
teile, mit zum Teil bereits verglasten 


Fenstern. Nahere Finzelheiten dariiber 


40 


XXI jd I 
VA DaTR UM NORDWESTSTADE | | VA 
x 


IN a na I Hi fb) E 
Anlieferungsebene | 1/500 


lagen im Zeitpunkt als dieser Artikel 
geschrieben wurde, noch nicht vor. 
Noch auf einem anderen Gebiet wird die 
« Nordweststadt » bahnbrechend sein: 
es gibt keine Kamine. Ein zentrales 
Heizwerk beliefert alle Wohnungen, es 
gibt weder Kohle noch Gas, das Kochen 
erfolet mit elektrischer Energie. Das 
Heizwerk ist mit einer Millverbren- 
nungsanlage verbunden, die den Mull 
der Stadt Frankfurt schluckt um daraus 
fir ihre Satellitenstadt Energie zu ge- 
winnen. 


Nochmals: Vorfabrikation — der Ytong- 
Wettbewerb. 


Mit Vorfabrikation befasste sich Schwa- 
genscheidt auch in dem von den Ytong- 
Werken (Darmstadt) 1962 ausgeschrie- 
benen Ideenwettbewerb fir eine Fami- 
lienwohnung. Es ging darum, auf der 
Basis der Ytong-Platte (einem dampf- 
gehiirteten Porenbeton, der sich durch 
seine Masshaltigkeit, Druckfestigkeit 
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39. Hauptzentrum « Nordweststadt »: Parkebene. 

40. Hauptzentrum « Nordweststadt »: Anlieferungsebene. 
41. Hauptzentrum « Nordweststadt »: 2.Obergeschoss. 

42. Hauptzentrum: « Nordweststadt »: 2.Obergeschoss. 
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und Leichtigkeit auszeichnet) einen va- 
riablen Wohnungstyp auszuarbeiten der 
sich fir Hoch- und Flachbauten eignet. 
Der Wohnungsgrundriss sollte auf cine 
finfk6pfige Familie bezogen sein. 

Die mit dem 1.Preis ausgezeichnete Lò- 
sung der Arbeitsgemeinschaft Schwa- 
genscheidt/Sittmann ist ebenso unkon- 
ventionell wie zweckmissig. Zweck- 
mîéissig als Wohnung und zweckmiissig 
als flexible Einheit in einer grésseren 
Struktur. Mit einfachen Mitteln schafft 
Schwagenscheidt ein Héchstmass an 
Wohnqualitàt: es ist wieder der Gedanke 
dre Raumstadt. in ihre kleinste Finheit 
die, Wohnung verlegt. Das heisst, funk- 
tionelle Grundrissgestaltung, die dem 
Bewohner die Freiheit lisst, den priva- 
ten Lebensbereich den eigenen Bediirf- 
nissen entsprechend einzurichten. Mit- 
telpunkt der Wohnung ist die als Mehr- 
zweckraum verwendbare Diele, die mit 
Wohnraum und Loggia (beziehungswei- 
se Terrasse) auf relativ kJeiner Flache 
eine Wohnwelt schafft, deren Wohn- 
wert weit iber das Mass einer normalen 
Mietwohnung hinausgeht. Die wirt- 
schaftlich giinstige Konstruktion dirfte 
fur die Preisrichter ausschlaggebend ge- 
wesen sein. Besonders interessant die 
« Installationszelle » als Ytong-Element 
in dem alle Versorgungsleitungen zu- 
sammengefasst sind. 


Das « Haus der Jugend » 


Es scheint, als z6ge Schwagenscheidt 
Bauauftrige an, die schwierige raumli- 
che Dispositionen verlangen bei grosser 
Okonomie der Mittel. Das « Haus der 
Jugend » in Odersbach bei Weilburg 
ist ein besonders charakteristisches Bei- 
spiel hierfiir: ein Bau der eine dreifache 
Funktion zu erfillen hat: Jugendherber- 
ge, Heimschule und Landschulheim und 
in jeder dieser Funktion von den ju- 
gendlichen Bewohner strapziert wird. 
Schwagenscheidt stellt drei Bauten auf: 
ein Gemeinschaftshaus, einen Schlaf- 
trakt und das Wohnhaus der Herbergs- 
eltern. legt sie um einen Innenhof der 
gut iberblickbar ist, passt sie dem ab- 
fallenden Gelande an, so dass der Aus- 
blick in das Tal der Lahn so weit als 
mòoglich erhalten bleibt. Terrassen, Ni- 
schen, Héfe, Staffelungen bewirken von 
allen Seiten cin reiches plastisches Zu- 
sammenspiel der Volumen: Architektur 
als Hiille fiir ein erzieherisches Pro- 
gramm und als Beispiel gestalteten Le- 
bens das in seinen Auswirkungen zu ei- 
ner sozialen Leistung wird. Die Innen- 
einrichtung ist spartanisch einfach; De- 
koration und Reprisentation haben hier 
nichts zu suchen. Nicht umsonst meint 
Schwagenscheidt in schònem Optimi- 
smus, Architektwr solle den Menschen 
besser machen. 


Die Deutsche Buchhéindlerschule 


Aehnlich in der Funktion ist die Deut- 
sche Buchhandlerschule in Frankfurt am 
Main, die ebenfalls bauliche Einheiten 
mit verschiedener Funktion in einem 
Komplex zusammenfasst. Beiden Anla- 
gen gemeinsam ist die dussere Situation, 
das heisst, die Hanglage, die zur Ver- 
wendung von Stiitzen fihrte und damit 
zusatzlich iberdachte Aufenthaltsraume 
ermOglichte. Die Beziehungen zwischen 
beiden Bauten sind unverkennbat, auch 
in der Materialwahl, Ziegelstein und 
Sichtbeton, die konstruktiven Details 
betont. Die Buchbandlerschule besteht 
ebenfalls aus drei Teilen: dem Internats- 
gebaude, dem Schulgebiude und dem 
Gemeinschaftshaus, wozu ein kleines 
Wohnhaus fir den Schulleiter kommt. 
Die Ausmasse sind freilich  gròsser: 
rund 150 Schiiler sind fir jeweils sechs 
Wochen unterzubringen, wahrend das 
«Haus der Jgend » fiinfzehn Schlaf- 
riume verlangte, dreimal fiinf Zimmer 
mit je vier Betten, fùr einen ferienAhnli- 
chen Aufenthalt geeignet. Im andern 
Fall kommen bereits im Beruf stehende 
junge Leute zur Weiterbildung zusam- 
men. 

Beide Anlagen erinnern in der Aufga- 
benstellung und in der Lòsung an Han- 
nes Meyers in Pavillons gegliederte Bau- 
ten der Bundesschule des Deutschen Ge- 
werkschaftsbundes in Bernau 1929-30, 
und an die Bauten der Hochschule fùr 
Gestaltung in Ulm 1953-55 von Max 
Bill (siehe Zodiac 9). Aehnliche Bau- 
aufgaben werden freilich immer wieder 
gestellt, doch hier liegt eine grundsàtz- 
lich verwendte Konzeption vot: nicht 
asthetische Wirkung, nicht Stil sondern 
— wie Schwagenscheidt es ausdrickt — 
«Raum als umschliessende Hiille des 
Lebens » geben der Gestaltung den 
Impuls. Das Ergebnis ist sozial insofern 
es auf das Mass des Menschen bezogen 
ist. Und Walter Schwagenscheidt treibt 
die Selbstverstindlichkeit des Bauens so 
weit, dass er nicht einmal mehr auf der 
eigenen Ausfihrung besteht, wenn diese 
im Rahmen und nach den Prinzipien 
der eigenen Konzeption erfolgt: die 
« Nordweststadt ». Seine Arbeit zeich- 
net damit jene Rolle des Architeketen 
voraus, die in Zukunft einen grossen 
Teil seines Wirkens ausmachen wird: die 
schépferische Begabung zut Koordinie- 
rung des industrialisierten Bauvorgan- 
ges einzusetzen. Ist er sich nicht zu gut 
dazu und wartet nicht auf den repràsen- 
tativen Auftrag, der ihn als Kiinstler 
herausstellt, k6nnte die Qualitàt des 
Anonymen in unseren Stadten wieder 
die Norm werden, — so wie es die 
Raumstadt antizipiett. 


Margit Staber 
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46. Beispiel einer Gruppenbauanlage mit Ytong-Hiusern 
in wald- oder parkahnlicher Umgebung. Vogelschau. 
Gruppenbildung nach dem Prinzip der « Raumstadt ». 
47. Grundriss, Schnitt und Ansicht Prototyp Ytong 


\Vohnfliche Prototyp 105,70 qm 
Einliegerwohnung 38,40 qm 
Umbauter Raum Prototyp 372,68 qm 
Einliegerwohnung 149,52 qm 


48. Lageplanvarianten. Grundriss, Schnitt uffd Ansichten 
des eingeschossigen Prototyps mit  Einliegerwohnung 
Ytong. 

49. « Die europàische \Vohnung Gent». \Vettbewerb- 
sprojekt 1961. 1.Preis. Isometrische Darstellung. 
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rt. Particolari dell’ingresso agli uffici delle Industrie A. 
Zanussi Rex, a Pordenone. B 


Il carattere più evidente della produzione 
architettonica di Gino Valle è l’antifor- 
malismo. È una considerazione che non 
può non fare chiunque abbia inteso il 
messaggio implicito nell’intera opera del- 
l’architetto udinese, e che fin dal ’58 
Joseph Rykwert aveva chiaramente an- 
notata in Architecture and Building: « L’ar- 
chitettura dello Studio Valle è solo in- 
direttamente programmatica: ossia, non 
è intesa a far scaturire nessun tipo di 
teoria dell’architettura con basi auto- 
nome ed estranee, ma è empirica fin dalle 
premesse. L'eleganza di una soluzione è, 
ivi, il risultato di una esplorazione gene- 
rale del problema in esame, e non ha 
nulla a che vedere con l’applicazione ad 
esso di preconcette nozioni formali ». 
L’antiformalismo di Valle è prima di 
tutto una componente fondamentale 
della sua personalità morale; egli è un 
laico convinto. Le ideologie socioeco- 
nomiche sono valide per lui quando 
siano democraticamente produttive, e 
vanno considerate come ipotesi di Ja- 
voro, non come dogmi di fede. Vi è una 
istanza sempre presente nell’azione ar- 
chitettonica di Valle, e che si potrebbe 
definire semplicemente ansia di libertà, 
superamento degli schemi, applicazione 
delle formule su nuovi contenuti per di- 
mostrarne, con spregiudicata intelligen- 
za, l’efficienza o l’inattualità. 

Si è parlato di architettura informale 
(Casabella, pag. 246, dic. 1960 - F. Ten- 
tori), c, per certi aspetti, almeno appa- 
renti, si è indicata una corrente culturale 
e linguistica su cui Valle ha certamente 
fermato la propria attenzione critica e 
alla cui formulazione ha contribuito 
con apporti testuali di rilevante e sti- 
molante interesse. 

Ma questa stessa definizione risulta poi 
nell’analisi delle singole opere del Valle 
troppo estensiva e comunque non sem- 
pre pertinente. Può essere al più consi- 
derata un’indicazione metodologica di 
larga massima, cui l’artista si attiene ge- 
neralmente nella fase centrale del tempo 
del progetto, quando, individuata la fun- 


Giuseppe Mazzariol 


Gino Valle 


zione e propostane una prima, qualifi- 
cante espressione formale, si verifica 
l'inserimento di questa nel contesto na- 
turale e geografico del terreno opera- 
tivo. À questo punto il progeffo-fest su- 
bisce una fondamentale ristrutturazione; 
le forme iniziali poste come ipotesi si 
confermano o cadono nel confronto de- 
finitivo con l’ambiente destinato ad ac- 
coglierle; del quale Valle avverte sem- 
pre, con acuta sensibilità culturale, la 
dimensione storica. Anzi, è da dire che il 
reagente effettivo e definitivo dell’azione 
progettistica del Valle ha luogo a que- 
sto momento, quando cioè si sia chiarito 
e reso esplicito il. rapporto ambiente- 
azione architettonica. 

Valle non ha mai posto attenzione agli 
aspetti esteriori o caratteristici dell’am- 
biente sul piano del mero costume, della 
tradizione apparente, dei simboli evi- 
denti, di tutto ciò insomma che è già 
pubblicato come elemento del folclore. 
La terra friuliana è incrostata di sugge- 
stioni in questo senso e chiunque potreb- 
be trarne facili suggerimenti. 

Quando si dice dimensione storica del- 
l’ambiente friuliano si intende la ripro- 
posta sotto forma di intervento attivo 
e qualificante di una situazione geografi- 
ca e civile; in altri termini dell'impronta 
millenaria delle comunità friulane sul- 
l’aspetto del paese che le opsita, dalla 
montagna al mare. Il dimensionamento 
agricolo, gli insediamenti urbani, l’or- 
ganizzazione viaria e fluviale, l’incidenza 
insomma di trasformazione su un /da- 
bitat che si presenta oggi estremamente 
complesso e caratterizzato. Si tratta per- 
tanto di superare le facili emozioni am- 
bientali e di scegliere, al di là delle so- 
vrastrutture memorative, a cui l’occhio 
è incline in un comprensorio che offre la 
suggestione di Aquileia, di Cividale e di 
Udine, del casone vallivo e della casa 
alpestre, le linee direttive di una civiltà 
che s’è trovata, al tramonto del mondo 
classico, a difendersi dall’invasione indi- 
scriminata e a chiudersi in se stessa, put 
senza rinunciare a mediare longobardi e 
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Cassa di Risparmio di Udine, sistemazione 
interna, 1953-55. 
(Studio arch.tti Valle). 


2. Cassa di Risparmio di Udine: particolari di un angolo 
del salone. 

3. Cassa di Risparmio di Udine: veduta del salone. 

4. Cassa di Risparmio di Udine: pianta del primo piano 
sopra la copertura del salone. 

s. Casa Quaglia a Sutrio. 


6-7. Casa Quaglia a Sutrio: piante del pianterreno e del 


primo piano. 
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bizantini, che si presenta, pur senza fa- 
cili prosperità, sulla soglia dei tempi 
moderni con un aspetto estremamente 
preciso e definito. 

In questa direzione Valle ha compiuto 
di volta in volta delle scelte rigorose. 
Anzitutto, non ha mai pensato all’opera 
architettonica nei termini di un «finito». 
Di un «quid» concluso in se stesso, 
reso autonomo dalla propria presunta 
perfezione. 

Nessuna ipoteca eidetica, e quindi nes- 
suna presunzione classicistica 0 comun- 
que razionalistica, è nell’opera architet- 
tonica dell’udinese. L’opera, anche 
quando è realtà di cemento e ha trasceso 
definitivamente l’ambito processuale del- 
l’ifer grafico, mantiene intatte le sue ori- 
ginarie prerogative di progetto. Rimane 
una proposta, alla quale il paese e l’utente 
possono aderire come reagire. Diventa 
un termine necessario del rapporto dia- 
lettico tra tempo presente e storia. Un 
documento che non si propone alle vel- 
leità contemplative di chicchessia, nostal- 
gico di una dimensione di bellezza oggi 
inattuale, ma destinato alla presa di co- 
scienza di un bic ef nunc che non ammette 
dilazioni o ambiguità, evasioni o ri- 
mandi. 

Inutile quindi andare alla ricerca di par- 
ticolari preziosi, di dettagli felici, di 
scorci suggestivi. L'architettura di Valle 
presenta invece una grafia precisa e in- 
confondibile sui tracciati in cemento dei 
grandi spazi, sui tagli d’inserimento, 
sulle linee di copertura, sulle misure 
umane degli interni; è un’architettura 
impegnata che non concede nulla al su- 
perfluo, all’inutile, al piacevole. Un’ar- 
chitettura problematica, ma senza ango- 
scie, se non quelle inevitabili in questo 
nostro mondo, dove da vent’anni si vive 
sotto l’incubo dell’ultimo ricatto; una 
architettura fatta di temi umani: la casa, 
il comune, la fabbrica; e ogni volta con 
l’intesa che nulla è definitivo, nulla può 
essere dato per scontato e sicuro, ma 
tutto è posto come condizione di possi 
bile esistenza nel tempo e nello spazio di 
una civiltà, il cui ritmo di accelerazione 
consente, oggi, in un giorno, il recupero 
di un secolo. Il Municipio di Treppio 
Carnico (1956-58) si attesta di contro 
l’alture su due dimensioni, chiuso nel- 
l'abbraccio delle muraglie a tenaglia e 
aperto verso la vallata confidente; ca- 
vità invitante, dischiusa nella sequenza 
dei muri contermini; nodo fondamentale 
del paesaggio urbano. Nessuna compia- 
cenza di un ordine formale aprioristico 
si insinua nella rapida, concisa discorsi- 
vità tra spazi interni, nitidi e ordinati, 
e le strutture della scatola muraria, come 
era già avvenuto, qualche anno prima, 
nel vicino borgo di Sutrio per la Casa 
Quaglia (1954-56). In questi che possono 


considerarsi i due incunaboli dell’archi- 
tettura di Gino Valle è latente l’istanza 
di risolvere in un continuum spazio-tem- 
porale un fatto primario di ordine pla- 
stico: il pilastro sentito come casuale 
mucchio di terta o sperone di roccia; il 
tetto come una lunga falda naturale, sotto 
la quale la scatola abitativa viene re- 
cuperata, al di là del suo aspetto schema- 
tico, come cavità naturale e protettiva. 
L’accento qui è di un ordine naturalistico 
ben schietto e si avverte l’esistenza di una 
originale, effettiva, personale verifica 
delle qualità espressive dei termini lin- 
guistici adoperati: è il momento di una 
severa critica filologica dei mezzi posti 
a disposizione dalla cultura architetto- 
nica in atto. È per questa presa di co- 
scienza che Valle supera l’iwpasse in cui 
vengono a trovarsi gli architetti della sua 
generazione, in una scelta apparente tra 
organicismo e razionalismo, con esiti 


. il più delle volte di evasione neoliberty. 


In questo senso la risposta più chiara agli 
estetismi di facile effetto viene data da 
Valle con gli Uffici per le Industrie Rex 
Zanussi a Pordenone. Tra il 1959 e il 
"61 il giovane architetto udinese pone al 
limitare della brughiera di Porcia una 
sorta di muraglia, che ancora tutto un 
vasto e solitario paesaggio alla strada 
Pontebbana. Un intervento urbanistico 
qualificato, che discende da una giu- 
sta misura geografica. Il paesaggio si ar- 
ricchisce di questa salda e funzionante 
cerniera industriale, i cui interni lumi- 
nosi appaiono modulati secondo una sen- 
sibilità delicatissima. Gli uffici si espon- 
gono alla pianura verso il monte Cavallo, 
di fronte al mareggiare dei capannoni 
sottostanti. Dal traffico e dal rumore del- 
la grande strada, la mura pilastrata, nel 
cui interno si aprono corridoi, servizi e 
scale, costituisce un forte, insuperabile 
diaframma di silenziosa quiete. 

La forma è caratterizzata da intensi coa- 
guli plastici del confinzuz cementizio nei 
punti di resistenza statica e nei nodi di 
tensione dinamica. Si potrebbe pensare 
di fronte a taluni scorci degli esterni 
ad una propensione per soluzioni di tipo 
brutalistico, se non si avesse conoscenza 
della qualità esistenziale degli interni 
ritmati modularmente con una chiara 
intenzione di semplice, familiare rac- 
conto umano. 

Il rapporto struttura-spazio interno, che 
già nei casi precedenti (dovremo citare 
ancora un condominio a Trieste, una casa 
a due abitazioni, il condominio e lo sta- 
bilimento d’Arti Grafiche a Udine, l’O- 
spedale di Portogruaro, il monumento 
alla Resistenza in Udine) era stato impo- 
stato in un senso provvisorio e del tutto 
problematico (con l'esigenza evidente di 
una ricerca non esteriore di cotrispon- 
denze, ma sostanziale e quasi pet coinci- 
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Uffici per l'Industria A. Zanussì Rex a 
Pordenone, 1959-61. 
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8. Schizzi preliminari per gli uffici A. Zanussi Rex a Por- 
denone. 

9. Pianta del seminterrato a quota — 250. 

10. Pianta del primo piano a quota + 150. 

11. Disegno del primo progetto. 


n 12. Pianta del secondo piano a quota + 550. 
( 13. Pianta del terzo piano a quota + 950. 
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Fabbricato in cemento armato a telai trasver- 
sali al corpo di fabbrica ed accoppiati a 
m. 2,40, pari a due moduli con sbalzi la- 
terali di m. 3,60. Le luci dei solai sono di 
m. 7,20 pari a sei moduli. I giunti di dila- 
tazione si trovano în asse alle copie dei pi- 
lastri ogni m. 19,20, salvo l’ultimo sulla 
testata ovest del terzo piano ove la strut- 
tura è a sbalzo per m. 3,60 per permet- 
tere la continuazione del fabbricato con la 
stessa maglia. I telai trasversali sostengono 
tre piattaforme degradanti verso nord e 
sporgenti a sud verso la Strada Nazionale 
Pontebbana sul parcheggio ribassato di m. 
1,50. La struttura di completamento dei due 
piani inferiori e quella di involucro dell’ ul- 
timo piano sono interamente metalliche e 
simpostano su parapetti a sbalzo della 
struttura în c.a. Finestrature continue in pro- 
filato normale e lucernari inseriti nella co- 
pertura di eternit. L’isolamento è ottenuto 
con pannelli di lana di vetro. A filo infe- 
riore delle capriate metalliche sono appesi i 
pannelli di plafonatura e di illuminazione. 
Il cemento armato è gettato în casseriì metal- 
lici Dalmine raggruppati verticalmente con 
tiranti ogni m. 1,20, corrispondenti al mo- 
dulo. Tutto in fabbricato è costruito su 
modulo di m. 1,20 corrispondente alle sud- 
divisioni interne degli uffici. Il modulo ver- 


ticale è di ‘mm. 1.00: quattro metri fra piano 


e piano, un metro di trave parapetto por- 
tante la copertura metallica, due metri di 
serramento, 65 cm. di intercapedine per tu- 
bazioni di condizionamento al disopra del 
controsoffitto in Hemaltex, 35 cm. tra solaio 
e pavimento. Lo spessore dei telai è di 30 
cm., î pilastri di 30 X 60, fravi e mensole 
di 30 x 100. Tutto il c.a. è lasciato a 
faccia vista salvo sui lati interni dei travi di 
parapetto, dello spessore di 15 cm., che, 
previa spalmatura con impermeabilizzante, 
sono stati rivestiti con tavelle da 3 cm. in- 
tonacate. La lunghezza massima del fab- 
bricato è di m. 103,60, superficie utile mq. 
5.000; volume vuoto per pieno me. 20.000. 
I cementi armati sono stati eseguiti dalla 
sezione Edile delle Industrie A. Zanussi 
Rex di Pordenone con casserature metalliche 
e ponteggi Dalmine in affitto. La proget- 
tazione delle casserature, disposizione dei 
pannelli e ponteggi è stata eseguita con la 
collaborazione dell’ Ufficio Tecnico della Dal- 
mine. Il getto è stato eseguito con impasto a 
Kg. 300 0 350 per mc. di cemento 680, la 
variazione della composizione sì è resa ne- 
cessaria per ottenere la necessaria plastità 
dell’impasto a seconda delle forme. Tutti i 
getti sono vibrati e non hanno presentato par- 
ticolari difficoltà. 


Gino Valle 
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denza) si libera completamente in un flus- 
SO iii di episodi sempre nuovi e 
inattesi, dando vita a tutta una situazione 
in movimento, nelle Terzze di Arta e 
nello Stabilimento Sipre, nei pressi di 
Udine. 

Sono le ultime opere © le più mature di 
questo artista inquieto e volitivo, ag- 
giornato come pochi altri della situazione 
culturale, e convinto che a dispetto di 
ogni possibile crisi presente e futura, si 
può e si deve operate architettonicamen- 
te nella certezza che questo sia l’unico 
mezzo a disposizione per modificare e 
migliorare al possibile il mondo con- 
temporaneo. 


Per Gino Valle, in questa società quasi 
miracolata o illusa di miracolo, dove tec- 
nocrazia e neocapitalismo, quando non 
trovano la soluzione ambivalente, ripie- 
gano d’istinto verso l’ evasione estetistica, 
} azione architettonica è valida solo quan- 
do le motivazioni sono valide. E sia ben 
chiaro che le motivazioni non vanno in- 
dividuate nella risultante automatica di 
un apparente rapporto dialettico (rap- 
porto socioeconomico e non conferente 
mai al mondo dell’arte) tra struttura e 
sovrastruttura, ma nell’ambito storicisti- 
co di possibili modificazioni e accresci- 
menti della condizione umana; da cui 
discende inevitabile per l’architetto con- 


. Particolare della fronte nord. 
3. Particolare dell’interno: l’ingresso. 
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Monumento alla Resistenz: 
Modello che mostra l’ins 


26. Sezione del monumento. 
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Stabilimento SIPRE a Tavagnacco (Udine), 
1962-63. 


27. Veduta dello Stabilimento Sipre a Tavagnacco. 
28. Pianta e fianco dello stabilimento. 
29. La testata dello stabilimento. 
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Pianta della platea. 
Pianta della galleria. 
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Fonte Pudia Arta, Stabili- 
mento Termale, 1961-63. 


ONTE- PUDIA. ARTA 

NUOVO. STABILIMENTO TERMALE 
È, ROGETTO DI MASSIMA 
(AGOSTO. 1961 
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33. Veduta d’insieme dello Stabilimento Termale « Fonte 
Pudia Arta ». 

34-35. Planimetria e pianta del piano civile dello Stabi- 
limento ‘Termale, 

36-37. Modelli della struttura del Salone nello Stabilimento 
Termale. 

38. Prospetto dello Stabilimento Termale. 
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sapevole l'istanza di un giudizio corag- 
gioso e il conseguente intervento sulla 
terra della comunità. 

Le Terme di Arta sono un lungo rac- 
conto ambientato nella natura estrosa e 
pudica della Carnia, nella solitudine di 
una vallata incassata tra fiume e monte a 
dirupo, come un castello rinserrato tra le 
sue mura. La struttura e la qualità degli 
esterni (lunghi muri e pilastri in vista, 
rapido continuum senza pause o media- 
zioni, differenze contrastanti di livelli, 
flusso dinamico che avvolge e si conclude 
solo nel pinnacolo della rotonda) ven- 
gono intesi, chiariti, goduti solo quando 
si sia vissuta intera l’esperienza degli 
interni. 

Questi spazi intensi e partecipati qualifi- 
cano il valore plastico di ogni singolo in- 
tervento formale, così come nello. stabili- 
mento Sipre, la cui grande navata ope- 


rativa è sovrastata dallo spazio degli uf- 


fici come da una plancia; e e all’esterno, la 
parete sulla strada è appena toccata dale 
fessure verticali, come spie su un antico 
muro di C ideale. 
Abbiamo usato spesso in questo scritto 
su Valle il termine « azione architetto- 
nica ». Dobbiamo chiarire concludendo 
che Valle non crede nell’opera architet- 
tonica come « opus perfectum », e forse 
rifiuta la stessa distinzione aristocratica 
tra architettura ed edilizia, perchè da 
architetto attuale, che ha dato alla pro- 
duzione alcuni prototipi esemplari di 
industrial design, non vede operativa nep- 
pure una distinzione tra arti maggiori e 
atti minori. In un mondo come il nostro, 
in cui la condizione esistenziale è la sola 
che consenta una moralità senza rimandi, 
l’opera architettonica è un’azione pub- 
blica che aiuta la comunità a riconoscersi 
ea svilupparsi democraticamente. 
Giuseppe Mazzariol 


Faiano 


191 


40 


39-40. 


RISE MR 


Particolari della struttura dello stabilimento Termale. 
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Junge Architekten: 
ein Abriss 


Architetti del dopoguerra: 
un panorama 


Panorama international de 
jeunes architectes 


In der Teppichsiedlung, die Rein- 
hard Gieselmann 1960-61 in Karls- 
ruhe gebaut hat, gibt es einen 
kleinen Platz. Drei Wege laufen 
hier zusammen, ein Durchlass zur 
nichsten Randstrasse, ein gerader, 
ubersichtlicher. Weg durch die 
Siedlung und ein zweiter, verwin- 
kelter, dessen Achse mehrfach ge- 
brochen ist. Gieselmann hat den 
Schnittpunkt markiert: Eine Lin- 
de ist angepflanzt, eine Sitzbank 
auteestelli.#Zul'imeht! reichi der 
Raum nicht. Mehr ist auch nicht 
nétig, um dem Dutzend Einfami- 
lienhiuser eine Mitte zu geben. 
Diese Mitte ist nicht das geometri- 


sche Zentrum eines regelmissigen 
Lageplan-Musters, aber auch nicht 
ein lauschiges Idyll — dazu sind 
die Formen zu hart und knapp. 
Sie bildet vielmehr den lebendigen 
Mittelpunkt einer Komposition. 
« Komposition » ist ein Wort, das 
Gieselmann zu benutzen wagt, 
statt « Wohnbebauung » oder ihn- 
lichem, wie es vorsichtigere Kolle- 
gen ausgedriickt haben wirden. 
Er hat noch andere Lieblingswor- 
te, die in seinen Artikeln und Ma- 
nifesten auftreten: schòpferischer 
Auftrag, vitales Findrigen in ge- 
wachsene und geprigte Umwelt, 
Ehrfurcht vor dem Bestehenden, 
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Reinhard Gieselmann 
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Wagnis der Kunst. Denn Giesel- 
mann teilt mit seinen Altergenos- 
sen keineswegs das unterk6hlte 
Temperament, die spriide Ver- 
nOnftigkeit und das anpassung- 
sfahige Geschick, die dieser Ge- 
neration wenigstens in Deutsch- 
land zugeschrieben werden. Er 
verfasst satirische Polemiken, rea- 
giert allergisch auf jedes Anzei- 
i von Rohformisois und Glei- 
chmacherei, stellt Programme zu 
einer neuen Architektur auf und 
verirgert das Patronatskomitee 
von « Bauen und Wohnen ». Und 
niemals lisst er einen Zweifel 
daribber offen, dass er sein Metier 
als einen kiinstlerischen Beruf auf- 
gefasst zu wissen wiinscht. 

Das ist ein grosses Wort. Soll es 
einer nicht sagen dirfen, nur weil 
er selbet nick am Anfang seinet 
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Karriere steht und erst wenige 
Bauten vorzuweisen hat, die an- 
deuten, was er meint ? Gieselmann 
weigert sich, Architektur als glat- 
tes Ergebnis aus Form, Funktion 
und Konstruktion zu betrachten. 
Fr méchte 6berhaupt keine glatten 
Ergebnisse, sondern sucht ° Ge- 
icimnit nre Uberraschung statt 
der ibersichtlichen Rationalitàt. 
Seine Karlsruher Siedlung. zeigt, 
dass hier nicht an poetische Kunst- 
stiicke, sondern an redliche, legi- 
tim architektonische Mittel ge- 
dacht ist. Da erhalten die beiden 
Wohnwege schon deshalb indivi 
duellen Charakter, weil einmal die 
hakenf6rmigen Hauseinheiten mit 
den Héfen einander zugewendet 
sind, wAhrend sich das andere Mal 
Peschiossene Riickwainde und Huù- 
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fe gegeniiberstehen. Die Garagen 


The Focus is 
on the Young 
Architects 
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sind teils zu kleinen gesonderten 
Bauk6rpern zusammengefasst, teils 
sind sie zwischen den HaAusetn 
eingeschoben. Bei dem lingeren 
der beiden Wohnwege entsteht 
damit eine Art Synkopietung: Es 
kommt cine Taktverschiebung da- 
durch zustande, dass die Hòfe auf 
der einen Seite — dank der zwi- 
schengeschalteten Garagen — brei- 
ter sind als auf der anderen und 
sich die jeweils  entsprechenden 
Fligel der spiegelverkehrt angeleg- 
ten Hauser nicht langweilig-sym- 
metrisch gegeniberliegen. 

Im ùbrigen fehlt es nicht an Ele- 
menten, die Einheitlichkeit in der 
Vielfalt bewirken. Dazu gehòrt be- 
reits der Modul der Kalksand- 
steine, mit denen die Wande ver- 
blendet sind. Die einzelnen Grun- 
drisse, rechtwinklige Schnecken, 


I. Teppichsied 


lung Karlsruhe. 1960-61. Foto: 


Friedhelm Thomas, Sennestadt. 

2. Haus des Architekten. Entwurf 1961. 

3. Teppichsiedlung Karlsruhe. Gesamtansicht. 
4. Teppichsiedlung Karlsruhe. 

S. Teppichsiedlung Karlsruhe. Lageplan-Skizze. 

6. Teppichsiedlung Karlsruhe. Grundriss cinet 


Hauseinheit. 

Im Untergesc 
ratsraum und 
7. Teppichsied 
Foto: Friedhe 
8. Teppichsiec 
raum. Foto: 


hoss befinden sich Heizung, Vot- 
Hobbytaum. 

lung Karlsruhe. Blick in den Hof, 
lm Thomas, Sennestadt. 

lung Karlsruhe. Blick vom Wohn- 
Friedhelm ‘Thomas, Sennestadt, 
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setzen sich aus drei nahezu gleich 
grossen Rechtecken zusammen. 
Den Mittelpunkt bildet der Gar- 
tenhof, auf den hin alle wichti- 
geren Riume orientiert sind, ob- 
wohl es auch Fenster nach aussen 
gibt. Denn diese Hauser sollen 
wohl in sich zentriert sein, aber 
sich nicht nach aussen abkapseln; 
das Sowohl-als auch war wich- 
tiger als jedes Dogma vom Wesen 
eines Atriumhauses. Der Schlaf- 
feigel ist nur durch den Wohn- 
raum etreichbar, der von der 
Funktion her ein zweites Zentrum 
des Hauses bedeutet. Das mag 
Unbequemlichkeiten mit sich brin- 
gen, aber der Gedanke eines zen- 
trierten Familienlebens ist kon- 
sequent durchdacht. 

Neutrale Gehause sind auch die 
aufwendigeren Einfamilienhàuser 
nicht, die Gieselmann bisher bauen 
konnte; jedesmal steckt eine be- 
stimmte Vorstellung vom Woh- 
nen dahinter. Auch hier spielt der 
« lebendige Mittelpunkt » die ent- 
scheidende Rolle. Im Haus Her- 
zer in Rarlsruhe-Durlach nimmt 
der Wohnraum vielfaltige Funk- 
tionen in sich auf: vertiefter Sitz- 
platz, Essecke, abtrennbare Ar- 
beitsnische. Im Haus Becker, eben- 
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9g. Atelier Dewald, Grétzingen. 1959. Blick von 
Westen entlang des ‘Alteren \Vohnhauses auf 
das Ateliergebàude. Foto: Peter Briichmann, 
Hamburg. 

ro. Atelier Dewald. Ansicht von Siiden. Der 
zwei Geschosse hohe Atelierraum wird haup- 
tsichlich von Norden beleuchtet und hat nach 
Siiden nur ein schmales Fensterband. 

Foto: Friedhelm Thomas, Sennestadt. 

11. Atelier Dewald. In den Atelierraum ist eine 
Galerie mit Sitzplatz und kleinem Schlafzimmer 
eingezogen. Foto: Peter Briichmann, Hamburg. 
12. Atelier  Dewald. Grundriss Erdgeschoss. 
13. Atelier Dewald. Grundriss  Obergeschoss. 
14. Kindergarten Bammental. Entwurf 1955. 
Modellansicht von Siiden. Foto: Walter Schmidt, 
Karlsruhe. 

15. Kindergarten Bammental. Grundriss. 1 Ein- 
gang, 2 Garderobe, 3 Gymnastikraum, 4 Grup- 
penraum, 5 Bihne, 6 Kiiche, 7 Liegehalle, 8 
Gerîte, 9 \VYC, Io \Vaschraum, 11 \Vohnung. 
16. Kindergarten Bammental. Modellansicht von 
Sidwesten. Foto: \Valter Schmidt, Karlsruhe. 
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falls in Karlsruhe-Durlach, grup- 
pieren sich Schlafràume und Ki- 
che um den zentralen Wohnbe- 
reich. Sie verhalten sich zucinan- 
der wie « Organismus und Herz », 
wie der Architekt es ausdriickt. 
Nach Sidwesten ist ein griiner 
Innenhof vorgelagert, cine durch 
Architektur abgegrenzte Zone, die 
einen schònen und allmahlichen 
Ubergang zur Natur schafft. Die- 
se Gliederungen ergeben recht- 
winklig aufgefàcherte Grundriss- 
figuren, innerhalb derer eine Fiille 
riumlicher Beziehungen méglich 
sind. 

Fin Beispiel dafir ist, bei nicht 
durchweg befriedigenden Einzel- 
formen, Gieselmanns Entwurf fùr 
einen Kindergarten in Bammental 
(1956). Auch hier die Staffelung 
des Grundrisses im rechten Win- 
kel, aber den Funktionsablaàuten 
nach sind die Diagonalen wichti- 
ger. Die diagonalen Dachfirste 
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iiber den drei quadratischen Haupt- 
silen teilen dieses fruchtbare Span- 
nungsverhaltnis nach aussen hin 
mit. Die Kiiche ist so angeordnet, 
dass die Heimleiterin — in der 
Gegendiagonalen der Dachrich- 
tung — alle Hauptriume iiber- 
blicken kann. Zwei der Raume 
lassen sich durch Offnen einer 
Faltwand zu einem kleinen Saal 
vereinen, wobei eine Nische, die 
sich aus der stufenfòrmigen Fiùh- 
rung der Innenwinde ergibt, als 
Biihne dient. 

Gieselmanns bisher ausgefohrte 
Bauten haben nicht die abweisende 
Festigkeit, die von den Werken 
seines Gesinnungsfreundes Oswald 
Mathias Ungers ausgeht. Eine 
weiss verputzte Fliche mit prazise 
cingepassten Fenstern von unge- 
w6hnlicher Proportion macht ihm 
offenbar genau so viel Spass wie 
die Renovierung einer verkom- 
menen alten Mòhle in der Eifel, 
wo er mit derben und rustikalen 
Elementen schalten und walten 
kann. Wenn er ein formales Leit- 
bild hat, dann ist es nicht wie bei 
Ungers der vom Sockel bis zum 
Dach stiàmmig-schwere Baukòr- 
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17. Haus Becker, Karlsruhe-Durlach. 1957. An- DI È | 
sicht von Nordosten. ) = 
18. Haus Becker. Ansicht von Siidwestern. Fo- NE x 2 
to: Martin Botsch, Karlsruhe. iu ] 
19. Haus Becker. Grundriss Etdgeschoss. 1. Ein- O 
gang, 2 Wohnraum 3 iiberdachter Freiplatz 4-6 


Schlafràume 7 Kiiche 8 Einliegerwohnung. 
20. Haus Herzer. Grundriss Hauptgeschoss. Im 
Untergeschoss befindet sich eine Einlieger- 


wohnung. O I 
21. Haus Herzer, Karlstuhe-Durlach. 1960. De- O I 
tailansicht von Westen. Foto: Friedhelm Thomas, Gi O 
Sennestadt. e=|.__ D 
22. Haus Herzer. Ansicht von Notden. Foto: È 
Friedhelm Thomas, Sennestadt. 
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per, sondern der Kontrast roher, 
tragender und dariiber gelagerter, 
weisser, akkurater Formen. Ord- 
nende Mittel wendet er mehr und 
straffer an, als seine Polemik ge- 
gen Methode und Regel es ver- 
muten lass. Untbersehbar sind 
jedoch die reichen, plastischen und 
riumlichen Konstellationen, die 
durch undogmatische Materialver- 
wendung — Sichtbeton, Ziegel, 
Putzflichen, Holzverschalung — 
noch betont werden. Zuweilen 
lassen die ineinander verzahnter 
Volumen seiner FinfamilienhAuser 
an Entwirfe des Neoplastizismus 
denken, aber eher deshalb, weil 
auch sie auf ihre Weise Freiheit 
vom akademischen Reglement su- 
che, ohne auf Ordnung zu verzich- 
ten. Das lasst sich poetischer sa- 
gen, so wie Gieselmann es in ei 
ner seiner lyrischen Baubeschrei- 
bungen getan hat: « Wehendes 
blitihendes Haar/ einer lebendigen 


Geometrie ». 
Wolfgang Pehnt 


Biographische MNotiz 

geb. 192; in Miinster[Westfalen. Studium an den 
Technischen  Hochschulen  Danzig und Karlsruhe; 
Schiiler von Professor Eiermann. 1950 Diplom. Mit- 
arbeit bei Otto Senn in Basel, Seît 1954 eigenes Biiro. 
1915 Promotion an der Tecknischen Hochschule Aachen 
bei Professor Schwippert mit einer Arbeit iiber Kir- 
chenbau, die 1960 in Buchform erschien. 
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Non si trova una fontana per Milano 


I. Disegno della « Fontana del risparmio » (1962). Veduta 
di un lato. 
2. Allestimento della «Mostra delia Seta » nella Villa 


Olmo, a Como (1927). 
ì È E ; : 
3. Pianta della « Fontana del Risparmio », 1962. 
4. Plastico della «Fontana del Risparmio », progettata 


per Milano nel 1962. 

s. La situazione planimetrica della « Fontana del Rispar- 

mio », nella nuova piazza del Centro Direzionale a Milano. 
’ 6. Disegno della « Fontana del Risparmio » (1962). Ve- 

duta di un lato. 


Con questo titolo è stata data notizia, 
nei giornali italiani, dei risultati di un 
concorso nazionale bandito dalla Cassa 
di Risparmio delle Provincie Lombarde 
per il progetto di una fontana monu- 
mentale, da erigere in una grande piazza 
del nuovo Centro direzionale di Mi- 
lano. E l’ironia è facile, è inevitabile, 
di fronte al dichiarato fallimento del 
concorso, che in realtà è stato soprat- 
tutto un fallimento del giudizio: tanto 
è vero che il concorso stesso non è stato 
annullato, come sarebbe stato giusto se 
davvero non si fosse « trovata » la fon- 
tana adatta. Invece, sbriciolando il pre- 
mio di quattro milioni in cinque premi 
ex aequo (su venticinque progetti par- 201 
tecipanti), la giuria ha dimostrato non 

altro che la propria incapacità di sce- 

gliere. I cinque progetti, infatti, dove- 

vano essere capolavori. Non furono 

esposti al pubblico (come sarebbe stato 

corretto, trattandosi di un’opera pub- 

blica e di importanza urbanistica); quin- 

di, non conoscendoli, non possiamo 

commentarli: ragioniamo solamente pet 

deduzione, avendone visto uno di quelli 

che non hanno meritato nemmeno l’ex 

aequo, ma solo una specie di « rimborso 

spese » di duecentomila lire. È il pro- 

getto di Luciano Baldessari, che qui 

pubblichiamo, e che, a parer nostro, 

avrebbe onorato qualunque piazza, ita- 

liana o straniera; e qualunque archi- 

tettura. Riusciamo appena ad immagi- 

nare di quale alto valore siano i cinque D 
progetti che gli sono stati preferiti: e 

perchè dunque non è stato affidato l’in- 

carico della realizzazione ad uno dei 

concorrenti ? In che cosa i committenti 

sono stati delusi, dopo avere steso un 

bando tutt’altro che chiaro ? 

Già la simbologia moralistica da rac- 

contino educativo, sottintesa nel tema 

(si richiedeva che la fontana esprimesse 

P«idea del risparmio ») era tale da ini- 

bire anche il più fantasioso degli artisti; 

ed è questa, senza dubbio, una delle ra- eco ìn 
gioni della loro scarsa partecipazione: 
basti considetare che al concorso per il 
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Monumento alla « Resistenza » da eri- 
gere nella piccola città di Cuneo hanno 
partecipato (nonostante la diffusa e giu- 
stificata sfiducia di tutti nei concorsi) 
centinaia di artisti, e fra i migliori d’Ita- 
lia, presentando ben 62 progetti. Dun- 
que, i giudicanti non hanno forse tro- 
vato, non già «una fontana » per Mi- 
lano, ma «la fontana del risparmio »; 
e questo non fa certo disperare dell’arte 
italiana. 

Comunque, di fronte al valore (più sopra 
dimostrato) di almeno sei progetti, si 
sarebbe anche potuto rinunziare al mo- 
tivo propagandistico (tanto più che l’iro- 
nia diventa ilarità, se si pensa ai fre- 
quentatori del quartiere, dirigenti indu- 
striali e simili, e alla « classe » delle auto- 
mobili che quotidianamente  rasente- 
ranno la «fontana del risparmio »), e 
dedicare all’esaltazione di questo eccel- 
lente principio, magari in una « Piazza 
del Risparmio », un’opera d’arte per se 
stessa degna di rappresentare l’architet- 
tura o la scultura dei nostri giorni. Ma 
veniamo alla fontana progettata dall’ar- 
chitetto Baldessari, che sarebbe stata 
l’unico monumento, a Milano, vera- 
mente rappresentativo dell’arte d’oggi. 
L’astratto giuoco di queste superfici 
assolute, ritmicamente articolate e quasi 
fluenti intorno allo stelo centrale dal 
quale deve scendere a corolla entro l’am- 
pio bacino il getto d’acqua principale, 
crea spazi irreali e di alto potere lirico, 
riallacciandosi ad una delle prime opere 
di questo architetto, l’allestimento della 
Mostra della Seta a Como, del 1927, e 
sviluppando d’altra parte l’idea spaziale 
espressa più tardi nel suo famoso « Pa- 
diglione Breda » alla Fiera Campionaria 
di Milano, a nastro di cemento armato. 
Valori spaziali e valori plastici indipen- 
denti dal motivo, al quale tuttavia l’ar- 
chitetto ha concesso il riferimento ri- 
chiesto, nella sagoma a salvadenari di 
alcune sculture in ceramica in coloti vivi 
(dello scultore Amilcare Rambelli), che 
hanno, esteticamente, la funzione di va- 
lorizzare pet. contrasto l’argentea tra- 


sparenza incolore del monumento: poi- 
chè l’intera struttura è rivestita di lu- 
centissimo acciaio inossidabile (e qui 
ricordiamo un’altra splendida fontana 
metallica « bocciata », al concorso per 
il monumento a Grandi; era stata idea- 
ta dallo scultore Lucio Fontana). S’ag- 
giunga che le forme di Rambelli, da 
chiamare «astratte », non lo sono in 
realtà, poichè, come già il nastro di ce- 
mento della Breda, sono animate dalla 
presenza e dal passaggio delle persone, 
che possono agevolmente accedere pres- 
so la vasca. Lungo le pareti l’acqua scen- 
derà dolcemente, mentre «si lancerà 
verso l’alto dal centro », scrive l’archi- 
tetto nella relazione, « sprizzerà a zam- 
pilli dalla cordonatura della vasca, e sa- 
lità a lama verso l'alto » da quattro 
dispositivi esterni alla struttura. 
Di grande importanza è la funzione 
della luce. Fonti luminose al neon con 
fotte emissione delimiteranno, special- 
mente di notte, le superfici del com- 
plesso architettonico; anche i simboli 
del salvadenari saranno avvolti da tubi 
al neon, in allegri giuochi di luci. Il 
fondo della vasca è previsto in pia- 
strelle di ceramica verde smeraldo. 
l’effetto magico di una così luminosa 
e fantastica fontana non è difficile da 
immaginare. Ma i cittadini non ne go- 
dranno; e questa sarà, per Milano, una 
altra occasione perduta. 

Giulia Veronesi 
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DOCUMENTA, 2 


House at Askett, Buckinghamshire 


, 


Campo di esperienze formali, strutturali 
e tecniche le più diverse, da utilizzare in 
seguito, nei risultati positivi, per le 
grandi realizzazioni edilizie ed urbani- 
stiche del tempo, è stata ed è tuttora l’ar- 
chitettura domestica: dalla Casa Rossa 
di Morris fino alla casa dove Utzon vive, 
dalle ville di Wright fino alla Maison 
Carré di Aalto, dalle casette della prima 
città-giardino sorta in Inghilterra fino 
a quelle del Weissenhof di Stoccarda, 
ed alla Casa di Rietveld a Utrecht. 
Vi si può aggiungere oggi, fra gli esempi 
validi per quanto modesti, la casetta 
Write costruita ad Askett in Inghil- 
terra dall’architetto Peter  Aldington. 
È in mattoni pieni, ma l’architetto non 
si è servito del loro colore naturale per 
suggestioni romantiche: i mattoni sono 
completamente intonacati di bianco, sia 
all’esterno sia all’interno della casa; e 
vi fanno spicco, a profilo nitido, alcuni 
elementi portanti (come gli architravi 
di porte e finestre) di cemento armato 
verniciato in nero. 

Il carattere saliente di questa casetta è 
l'irregolarità del motivo plastico, sce- 
nograficamente accentuata dalla varia 
pendenza dei due spioventi del tetto (ri- 
coperti di tegole) e dallo studiato accor- 
do cromatico fra il bianco assoluto dei 
piani, il nero dei profili, e il biondo dei 
particolari in legno (serramenti, scale, 
porte, pareti divisorie): irregolarità che 
si equilibria trovando un ordine nella 
calma planimetria ortogonale, secondo 
la quale sono disposti gli ambienti 
interni. Il suo maggior pregio, sul piano 
stilistico, è la perfetta unità d’accento 
ottenuta (nonostante il netto contrasto 
fra la pianta e lo sviluppo dei volumi) 
soprattutto mediante ilcolore;® che È 
identico all’esterno e all’interno. Si noti 
come le stesse alternanze spaziali siano 


1. La facciata principale della casa. 


di di A ? pf - . 
in funzione cromatica, all esterno: LOD 2. L’entrata di servizio e lo spazio risetvato al terrazzo 
un’eleganza e una libertà ritmica assai per il breakfast, ancora da costruire. — 
preziose nella modestia dei materiali 3. L’entrata principale con il viale di accesso. 

2 x 
— che è quasi al limite della povertà. 1. i: towards dhe front door. eAPATREA 
Nell’interno, la sensibilità spaziale del- Gt i FO NO e 
l'architetto ha abolito, secondo la le- 3. The drive and front door. 
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4. South-west wall of cottage showing louvered window 
to entrance lobby-cloakroom, concrete-cube encased 
overflow pipe and outside tap-cupboard door. 
5. From the garden next-door. The wall is the boundary 
of the site. 

The boundary wall enclosing the courtyard. 
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7. Finestra caratteristica della facciata sud-est. 
8. L’entrata secondaria: da notare i due cubi sporgenti 
che segnano il passaggio delle tubature dell’acqua. 
9 Il cortile interno, non ancora finito, visto dalla sala di 
soggiorno. 

. La sala di soggiorno e la scala che porta al piano su- 
periore; a sinistra si apre la cucina. 
11. La sala di soggiorno vista dall’entrata, posta 
gradini più in basso. o 


due 


è \Vindow pattern in south-east wall of house. 
8. The back door and north-east wall from the breakfast 
terrace. Note the \V.C. and bath overflow pipes encased 
in concrete cube - 


The court (as yet unfinished) seen from the living room. 


. Living room and staircase landing. The kitchen is 
through the opening to the left; the « snugget to the 
right. 

11. The living room seen from the lobby, two steps down 


zione di Wright e la consuetudine sin- 
tattica di tutta l’architettura ultima, la 
parete intesa come chiusura: sì che la 
piccola dimora ha un respiro, un’ampiez- 
za, una varietà di prospettiv e edi « aper 
ture » che acquistano valore in rapporto 
alla semplicità dell’insieme, di evidente 
funzionalità razionale. Questo è anche 
un valore di ordine etico, per il tono di 
vita che l’architettura suggerisce e per- 
sino determina: uno sguardo sugli « in- 
terni » è sufficiente perchè un certo modo 
di esistere, in consonanza con l’ambiente, 
si riveli nella sua scoperta franchezza. 
L’architettura, in quest’ opera, esperi- 
menta la possibilità della pura invenzio- 
ne, che rimane di ordine estetico asso- 
luto, pur nell’ appli cazione sistematica 
dei più provati e convalidati principi 
generali su cui essa può definirsi, anche 
rispetto a quella degli anni trenta (in 
Europa), moderna: o per dir meglio, 
nuova. 

L’edificio è a due piani, ma il piano su- 
periore si riduce a pochi vani (sono pre- 
viste «due. stanze da letto, per tre per- 
sone), poichè una parte è occupata dallo 
sviluppo in altezza del soggiorno al 
piano terreno. L'ambiente di soggiorno 
copre la maggior parte dell’area, e com- 
prende anche la scala di legno che porta 
al piano superiore; la suddivisione nei 
diversi settori in cui si svolge la vita quo- 
tidiana (cucina, pranzo, ecc.) è appena 
accennato da elementi divisori in mura- 
tura, peraltro aperti sul grande spazio 
unitario. 

Essi sono razionalmente distribuiti in- 
torno all'elemento centrale, il caminetto, 
che costituisce il cuore della casa. 

I soffitti sono tutti a travature di legno 
in vista. 

La casa, che è di tipo economico, costa 
complessiv amente 4750 sterline. È si- 
tuata in margine ad una strada, fra al- 
beri e prati. 


Giulia Veronesi 
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12. L’enttata con il vestibolo a destra, chiuso da una por- 
ta scorrevole, 

13. Dalla sala di soggiorno di aprono a sinistra la cucina 
e a destra un piccolo studio. 

14. La cucina vista dalla porta di servizio, con il frigorifero 
incastrato nella parete. 

15. Sezioni verticali della casa, 

16-17. Piante del pianterreno e del piano superiore, 


12. Entrance lobby; cloakrtoom on right with sliding door. 
13. View from the dining room looking towards the kit- 
chen on the left and the « snuggery » on the right. 

14. The kitchen from the back door, showing the built- 
in refrigerator. 

15. Vertical sections of the house, 

16-17. Ground and Upper floor plans. 
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DOCUMENTA, 83 


Ceramiche nuove di Sottsass 


Esaminando l’opera di Ettore Sottsass 
jr. (n. II di Zodiac) notavamo come un 
posto particolare nella sua attività più 
recente occupasserto le ceramiche, di 
gusto decisamente singolare ed autenti- 
camente nuovo. I vasi che ora pub- 
blichiamo (esposti al « Sestante » di Mi- 
lano) aggiornano, si può dire ad oggi, 
questo aspetto dell’opera di Sottsass, 
arricchendo il panorama che in quell’oc- 
casione avevamo proposto. L’attista ri- 
badisce ancora una volta la sua avver- 
sione per le forme complicate o eccen- 
triche o asimmetriche, ignorando tutto 
un indirizzo della produzione contempo- 
ranea. Egli raggiunge ora il limite estre- 
mo della semplificazione, assumendo 
pressochè testualmente una gamma di 
forme diremmo connaturate da sempre 
alla elementare funzione del « contene- 
re » — recipienti cioè nel senso etimolo- 
gico del termine — più che tipiche di 
una certa tradizione culturale, o di una 
certa civiltà figurativa. Liberando que- 
ste forme dalla loro meccanicità e rigi- 
dezza geometrica, e cioè alterando lie- 
vemente i volumi, i profili, le sagome 
delle cornici, i rapporti tra base ed al- 
tezza, Sottsass ne sovverte (e in che mi- 
sura!) lo spirito e la natura originarie, 
rendendole cattivanti e suggestive. Il 
resto lo fa il colore inteso anche come 
espressione e consistenza materica di 
diverso peso sulle superfici lisce o rugo- 
se, specchianti od opache. La decora- 
zione (che ci ripotta a moduli e sigle 
costanti nel repertorio dell’artista) è con- 
dotta in funzione della forma plastica, 
sulla quale incide profondamente, alte- 
tandone l’identità, mediante, ad esem- 
pio, la diversificazione della trama te- 
matica che crea una veduta principale 
o, se si vuole, un episodio figurativo do- 
minante all’interno del volume costante 
ed omogeneo. 


Pier Carlo Santini 
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DOCUMENTA, 4 


Nuove forme di Enzo Mari 


Opere di Enzo Mari, esposte a Milano, 
che documentano una recentissima fase 
del suo lavoro, caratterizzata dell’aspi- 
razione a trovare nel numero, cioè nella 
sequenza, nel periodo matematico, le 
ragioni non pretestuali per composi- 
zioni su di esse fondate o ad esse ri- 
conducibili, ma in effetti libere, per 
avvertita e scaltra che possa essere la 
lettura, da ogni permanenza schematica 
o modulare. Quelle basi sono le pre- 
messe metodiche di una disciplina che 
è il modo stesso d’esistere della fanta- 
sia di Mari, incapaci di prescindere da 
una organificazione razionale della te- 
tica espressiva. 
Tra queste e le precedenti opere del- 
l’artista rileviamo insieme a punti di 
contatto assai estesi alcune differenze 
relative soprattutto al modo della per- 
cezione visiva che esse implicano ed 
esigono. Le variazioni (qui su un reticolo 
a maglia quadrata costante — massima 
semplificazione dell’elemento base — so- 
no mere variazioni di profondità) che 
finora si ritmavano secondo stacchi, 
cadenze, inversioni, contrapposizioni di 
prima palmare evidenza per la loro 
stessa numerabile quantità, qui si mol- 
tiplicano, si infittiscono, si complicano 
fino a respingere la regola del rapporto 
semplice, anche perchè i nessi o le 
combinazioni istituibili tra gli elementi 
o le fasi sono praticamente illimitati. Ne 
scaturisce un andamento ove più lento 
e disteso, ove più accelerato e batten- 
te, ove più scandito e secco e inter- 
rotto: ricco, insomma, di una sua per- 
fino drammatica emotività. 
Si cercherebbe invano di porre una 
etichetta di genere a queste opere che 
sfuggono ad una qualsiasi definizione 
o etichetta. Le possiamo intendere per- 
ciò semplicemente come elaborazioni 
tridimensionali di una superficie in una 
particolare forma che le rende inassimi- 
labili, ad esempio, alle condizioni proprie 
della scultura. Oltre la loro significazio- 
ne più peculiare, dunque, queste opere 
di Mari possono ben valere come espe- 
rienze di linguaggio generalizzabili e 
fruibili anche in architettura. Ed è pro- 
prio ciò che giustifica il nostro interes- 
samento in questa sede, e che ci dispensa 
da un esame più aderente che peraltro 
abbiamo altrove compiuto. 

P.C. Santini 
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C. L. Ragghianti 


Le Corbusier 
in Florence 


(pag. 4) 


I must confess that I was quite 
moved to see the documentation 
of 60 vears of Le Corbusier’s 
career  gathered in the halls 
of the Strozzi Palace.  Sisty 
vears are a lifetime, but for Le 
Corbusier they have been a very 
long life or rather many lives in 
one, owing to the multiple forms 
of his genius. But what most 
strikes one is to see a man and 
an artist who does not feel the 
pull of the past, who from the 
survey of his life and work in a 
synthetic summary such as those 
he has been making in recent 
years contrives to draw out, as 
we can. see, new impulses and 
themes, using them to integrate 


and amplify still further a cycle 


of activity which is already im- 
mense and has left its mark on 
so much contemporary architec- 
ture and culture. 

Any artist or historian with more 


than thirty years of work behind 


him, who tries to retrace his way 
r knows all too well what 

ich a review costs, too well 
7 distance lies betwe n one's 


shortcomings, while every one of 
his successes — as he remem- 
bers — was accompanied by disap- 
pointments and errors. Such a 
person must be deeply impressed 
by such a cycle as Le Corbusier's, 
who in his exttordinary journey 
has been so successful and repre- 
sents such an important contri- 
bution to our patrimony of human 
and artistic experience. 

While saying this I do not be- 
lieve that Le Corbusier is a satis- 
fied man ot that he ever was: as 
late as his October 1962 message 
one feels in his passionate state- 
ments, in his rigorous and metho- 
dically hammered-out axioms, in 
his ever inflexible polemical posi- 
tion, a basis of restless investi- 
gation, an anxiety which, while 
common to all conscientious men, 
is all the greater in the great men 
to whom genius and work have 
given much greater responsibili- 
ties, men who have always been 
requited with anguish, with the 
ethical tension and the intense 
problems out of which alone there 
rise artistic freedom, clarity, new 
visions and, through these latter, 
the expansion of the inner life 
of men and society. 


I think that culture, and Italian 
architecture in particular, owed 
the homage of this exhibit to Le 
Corbusier. For if .we make our 
way through the history of the 


vicissitudes of modern Italian ar- 
chitecture, from Engineer Matté 


Trucco’s FIAT building (and who 
knows why it is held in such 
little account?) and from the 
«Group of 7» to the « Italian 
Movement of Modern Architec- 
ture », to first and second exhibi- 
tions of rationalist and functio- 
nalist architecture (1928 and 1931) 
organized by Bardi, and then to 
the artistic and intellectual activi- 


English Translation 


ties of Giolli, Pagano, Persico, and 
Terragni, and finally to the « Ar- 
chitectural Programme » formula- 
ted in the Quadrante of 1933 by 
Bottoni, Cereghini, Figini, Frette, 
Griffini, Lingeri, Pollini, Banfi, 
Belgioioso, Peressutti and Rogers, 
we must surrender to the evi- 
dence and admit that Italian archi- 
tecture and town-planning, in this 
period of emersion and expansion, 
after and against the successionist 
and therefore neoclassical or ra- 
ther neo-empire tandencies of the 
nineteenth century, would hardly. 
be comprehensible without their. 
very strong connections sith Le 
Corbusier’s both doctrinal and 
formal thematic schemes, howe- 
ver much these were filtered 
through other. European, and 
especially German, media. 


True, since 1924 Le. Corbusier?s 
presence may be said to be world- 
-wide and decisive for the culture 


Sa 
Tr 


and architectonic idiom of many 


architectonic idiom of the dialec- 
tical opposition and the reactions 
that his theories and works arouse. 
But this presence has been parti- 
cularly strong in the generation of 
Italianarchitectswho began,in1926 
and later (and without any inten- 
tion of relinguishing the perso- 
nality and independence of their 
contribution), to vindicate an archi. 
tecture for man and modern ‘so 2 

È 1.9 à i 
ciety, in the teeth of all remaining 
traces of eclecticism decora 
tendencies, monumenal rhetoric. 


es" 
of pseudo-aesthetic combinations, 
of nationalism, traditionalism (not 
only stvlistic but also structural) 
of social consetvatism or reaction 
in the conception and execution 
of town-plans and housing (tra- 
ditionalism implies an organizat 
of. production, technology and 
work proper to a. pre-capitalist 


. 


or early-capitalist society; functio- 
nalism implies the organization of 
production, technology, and work 
proper to an advanced industrial 
society fully qualified to possess 
its operational implements and res- 
ponsibilities). 

My good friend Bruno Zevi very 
precisely underscored the relations 
of « rational » Italian architecture 
with Le Corbusier, and this had 
to be done, since this essential 
if not sole nexus had been some- 
"what lost with the progress of 
architecture. Indeed, the history 


symptomatically reveals the fact 
that until 1925 the master’s archi- 
 tecture entered Italy almost exclu- 
ly by way of auch filters as 
ntini and Papini, who though 
er uncomprehending nor ho- 
, obviously deviated the Swiss 
chitect’s meaning towards tech- 
‘al and constructional or me- 
istic factors. It was not until 
that there appeared an explo- 
of writings by Gio Ponti, 
Samonà, and especially Sar- 
also in Vitale’s intelligent 
on the aesthetics of archi- 
, space was given to an 
tive summary of Le Corbu- 
was taken up by the survi- 
g Futurists as one of their 
oup, thanks to his ideas on 
ties and skyscrapers; worse still, 
| was considered a « continuer » 
Sant'Elia. These were already 
the years of open controversy, 
h, however, did not prevent Le 
usier’s inclusion in that official 
‘taking of Fascist culture, the 
vedia Treccani (1923). Any- 
who reads Giulia Veronesi’s 
d and interesting book « Dif- 
politiche dell’architettura in 
1920-40 » will be somewhat 
ed that despite her close 
rence to this history, one learns 


vu 


ut the intellectual and artistic 


g figures of the new atchi- 
e, and Le Corbusier’'s name 
up only rarely and inciden- 
The authoress may have 
ht that it was superfluous 
recall such a well-known pre- 
ent but «actually, at such a 
ance from carly «rational » 
luction — which has been 
ersed and is not in the least 
arly remembeted (indeed, a col- 
lection of documents is what is 

Îled for) — it was all the more 
cessary to underscore what 
LI 


pre 
eat ei 


of Italian criticism of Le Corbusier 


less than one would like 


the most unbiased positions were _ 
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may be considered an originative 
relationship. 


Zevi points out the example of 


«Rational architecture to reveal 
that Italian aesthetic and critical 
thought at that time constituted 
— by dts very Nacceptance (ot ‘the 
principle that artistic expression 
is not conditioned by unilateral 
forms, systems, idioms, and poetic 
schemes — an impediment to the 
acknowledgement of the ethical- 
-social and formal values of mo- 
dern architecture, in the struggle 
that it has waged with architecto- 
nic traditionalism. True enough, 
but only if we take to inaccount 


a few of the complementary re- 


marks that I should like to make 
here in the form of a testimony on 
the part of one who was familiar 
with and who followed these de- 
velopments without being able 
to participate for reasons beyond 
his control, 


The fact is that neo-Ruskinism to- 
gether with the schemes of visi- 
bility found in Woellflinian psy- 
choformalism and a few general 
formulations derived from Croce’s 
early works did not influence (ex- 
cept marginally, in Lionello Ven- 
turi) either the old or modern 
architecture. Yet, apatt from his 
constant interest in the contem- 
porary cultural movement in Eu- 
rope, it is probable that a definite 
stimulus to consider the archi 
tectonic phenomena of the day 
came from his connections with 
Gualino, who in 1928 had Pagano 
and Levi Montalcini build the 
Office Building, which is one of 
the carliest examples of the new 
architecture in Italy. Moreover, 
at that time Turin was the most 
advance industrial city, on the 
outskirts a landscape of functio- 
nal manufactories was rising, and 
most of all, as early as 1926, there 
was the example of the great’ 
FIAT group. Bruno Taut (and in 
this case perhaps also Mendelsohn) 
and in general all German archi- 
tecture of the post-war years were 
to attract the greatest attention, 
and this can also be seen in a 
few of Pagano’s drawings: this 
can be deduced from the frequent 
references made in the prevalently 
« Turinese » writings around 1933 
which were published later in the 
small volume « After Sant'Elia ». 
edited by « Domus » magazine in 
1935, where, it is worth noting, 
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and Carlo Levi ‘(be 
Pacchioni, and Pasqua 
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with respect to his « poetic » con- 
tent and his programmes, and MI 
Pagano along with some others 
severely criticise his « standard » 
and other Le Corbusier formulas 
of that time. In any case, the 
cosmopolitan and liberating spirit 
which animated the « Group of 
Six », and with them Persico, in 
the 30°s, most certainly committed 
Venturi as well, who, for that 
matter, was then vindicating im- 
pressionism while attacking cu- 
bism, to which he was perhaps the 
first to attribute the formal pater- 
nity of modern architecture — an 
historical error which has survived 
to this day. 


Marangoni and Venturi are two 
instances which predate 1933. But î 
Zevi must consider that both old 
and modern architecture are to 
this day conspicuously ignored by 
whole sectors of ‘art criticism, 
despite the gradual disappearance 
of a persistent and partial aesthe- l 
ticism marked by obtuse overspe- È, 
cialization. Zevi acknowledges this 
with his articulation of a new 
terminology and new modalities »{ 
for the reconstruction of aesthetic. | 
processes which successfully unify 

all artistic production, theatre and 
the cinema included. Moreover, to 
find illuminating pages of Italiam | 
criticism which also shed some Sie 
light on modern architecture, one É 
must often turn to the somewhat s 
rare books or essays interpreting 
the architecture of the past, e.g. 
Bettini's work on Byzantine archi- 
tecture, or Pane’s on the Itali 
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it is rather significant to fin 
that much of these c 
sources come from a ] 
of the writings of m 
tects like Wright, Le 
Loos, and van de Velde, 
old architecture. Zevi 1 
an example. i 
Consequently, there was and th 
is no lack of tools fot underst: 
ding. The question is w. 
were not applied 
at least not with 
the strength that wo 
useful and desirab. 
ca 
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on occasion of the Le Corbusier 
exhibit at the Palazzo Strozzi in 
Florence in February 1963 and 
written by architects Italo Inso- 
lera, Alberto Samonà and Luisa 
Fenghi) proves that a vast debate 
was under way in Italy, a debate 
which, was largely identical with 
the polemics for and against mo- 
dern architecture. But this pole- 
mic was not the reason or the 
only reason for the absence or 
the infrequent participation of 
Crocean culture or more generally 
of historicist culture; it was rather 
the specific character that this 
debate assumed in the long run, 
as I had occasion to remark in 
my essay on Sant'Elia. It is im- 
possible to think clearly about 
this matter unless we keep in 
mind that rationalist architecture, 
as before it the question of futurist 
architecture, was advanced as the 
true and authentic architecture of 
the Fascist regime; that it aspired 
to the role of «State Art» in 
line with the ideologies of the 
moment, and that the same affir- 
mation and the same claim was 
made by eclectic-professional-aca- 
demic architecture, which  pre- 
tended to recreate the « spirit of 
Rome ». In the light of this pre- 
mise of a political character, how 
a the Croceans join the fight 
between different groups claiming, 
in the hotest terms, to be the 
only true repository of Fascism, 
groups which with Byzantine cun- 
ning appealed to the ‘highest State 
authorities and to the Duce him- 
self for acknowledgement of such 
a prerogative. How could such a 
polemic be joined by those who 
in the field of culture (and 
not only on this ground) fought 
every manifestation of Fascism, 
even on the level of the corrup- 
ting effects of equivocation and 
compromise ? 
Here, then, was indeed another 
« political difficulty of modern ar- 
chitecture » to add those described 
by Veronesi, even though it bore 
little weight against the majority. 
I have no intention of adding 
biographical notes to a critical 
essay, but to the extent thant 
such testimony might throw some 
light on that situation, I would add 
that in that period public culture, 
rh le - culture. which 
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old conservatism which had « got 
in » (as they put it in those day), 
or to try to take over Fascism 
and give it some content: the 
most notable example of this was 
the attempt made by Gentile and 
his group, which came to nothing; 
but it is interesting to note its 
affinities with the attempt of the 
rationalist architects. After 1925, 
what with the emergency laws and 
the establishement of the totali- 
tarian stare, there was-no other 
choice (save that of open. and 
militant hostility)—thafi that of 
organizing into groups of interests 
or common intent, with the me- 
diation of the single party and 
in the party which, among other 
things, gave the system a theoretic 
structure as a superseding svn- 
thesisof the forces in movement. 
The period we are referring to 
lasted from 1928 to 1933, the 
date in which the forces of culture 
felt the «turn of the screw», 
what with the loyalty pledge to 
the regime obligatory for all tea- 
chers, advertising men, newspa- 
permen, professional writers, and 
all those practicing any intellec- 
tual or technical profession. While 
until that time it was possible 
to speak of a residual elasticity 
in the practice of culture, facilita- 
ted by the want of culture found 
in the upper Fascist ranks and 
partly by the political convenience 
imposed, during the phase of con- 
solidating the new regime, by ne- 
cessary and not always homoge- 
neous alliances with those coming 
from the past regime, after 1933 
things tightened up and eventually 
the Minculpop (Ministry of Cul 
ture and Propaganda) was insitu- 
ted. In consequence, for example, 
Lionello Venturi, who had been 
tolerated as an ex nationalist, war 
volunteer, and signatory, in 1924, 
of the « Manifesto of Fascist Intel- 
lectuals » (Venturi, however, as I 
personally can bear witness, had 
by 1930 broken all ties with the 
Fascists and had until 1932 col- 
.laborated with the Casabe/la group 


and others, arguing for progress 


in culture sand in architecture) was 
compelled to emigrate in 1933 
when he, along with a small 
group of men of culture, refused 
to take the Fascist oath. 


Later it seemed to a great many 
of those who had backed him in 
his controversial position, along 


| with the more « modernist » Fa- 


scists, that there was no other 
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way to get ahead and advance. 
their positions than to take over 
offices of command. And so a 
great many lamentable things oc- 
cured, among which I remember, 

only for its connexion with archi 
tecture, what happened to those 
who were called «De Vecchi’s 
colonels ». Between 1933 and the 
beginning of the Spanish war, 

with the regime already consoli- 
dated, the only thing to do was 

to accept the passage of architec- 

ture and the new architectonic 
culture through Fascism, in a pre- 

carious and lastingly controversial 
compromise which nevertheless al 

lowed that culture to expand. 

But free culture found itself com- 

pletely out of the picture and had 
to use or create its own otrgans, 
work and prepare. 


The situation was unquestionably 
difficult. I think that we can say. 
and the cases of Persico and Pa-. 
gano amply demonstrate this, that 
this sharing in modern architecture 
and in the culture which it pos- 
tulated, gradually became detached 
from Fascism, and I could offer 
considerable proof that after 19: 
the situation changed greatly: the 
was a greater awareness that t 
was a necessary split between t 
polemics and the substantial 
sons of modern architecture, 
the claim was dropped that 
was the representative expre 
of the regime. It was to this 1 
dification that free culture g 
such a worthy contribution, dr 
wing apart from political vindic 
tion which it was impossible 
support and furnishing 
SI and critical ASA 
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to be most irreducible and 
opportunistically flexible antag 
nists of intellectual and art 
oppression and conformity. 
Moreover, even in the pr 
years, thanks to the cap 
clarification which histo icisr mo 
fets, ‘it «cannoti be saldi 
still active free culture (: 
only on the margins and fre 
without any possibility for pi 
city) had failed to understand the 
positive values which the ne 

architecture offered, al i 
repeat, it could not join 
programmatic syncretism 
scism; and Soa me 


of rational architecture at that 
time would hardly have been ap- 
preciated in the struggle for of- 
ficial recognition: the same di- 
stinction was made for the « No- 
vecento », and when some old 
Futurists argued that Titian, Cara- 
vaggio and Giotto were new, as 
well as Socrate or Sciltian, creven 
Ceracchini, some managed to un- 
derstand the interior reasons of 
artistic development, and not of 
external practical participation, in 
Carrà’'s backing of Giotto. The 
same distinction was made for 
Il Selvaggio and Strapaese, another 
movement of Fascist vindication 
marked by a common-sense and 
rural Italianism, the merits. of 
which, however, were understood 
as a defence of impressionism, of 
moder Italian painting from Mo- 
randi to Guttuso, as I demon- 
strated in my essay. Therefore, it 
Mis not irue that from.the very 
beginning no one grasped the 
great gains made by Italian culture 
‘and (without mentioning it much) 
society through the new move- 
ment of rational architecture, with 
its inevitable internationalism; it 
was rather the fact that this expe- 
rience was bound to the existing 
regime that prevented free culture 
from taking part in the opposition, 
at least until the moment that 
architects and writers came to 
that break with Fascism which 
was the uncompromising objective 
of free culture for twenty years 
and which rapidly spread after 
1936. 
There was dialectical participation 
as there was for contemporary 
European architecture and art, al- 
though the definitive demonstra- 
tion of this was to be found only 
in later writings which, neverthe- 
less, document the immediate and 
fervid experience of those pheno- 
«mena, their constructive medita- 
tion. It was through rationalist 
‘architecture and publicity that Le 
Corbusier’s artistic and theoretical 
vork was disseminated throughout 
our culture. In recalling, a few 
years ago, Giuseppe Pagano, 
whom I had met in 1934 and who 
ten years later was to receive 
from me the mission which unfor- 
tunately was the first step leading 
to his death as a hero of the 
Resistance, I described how he 
had surreptitiously taken me to 
the sheltered halls of the Farne- 
sina in October 1936 to hear Le 
Corbusier talk; but already years 
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before this, a dialogue had been 
going on among compromised 
and, compromising persons, and 
then, « rational-Fascists ». 

The books I mentioned demons- 
strate that the presence of Le 
Corbusier in Italian architectonic 
culture was practically constant: 
which is not at all surprising since 
the same thing had happened in 
the rest of the world. But in Italy 
it took a curious turn in that, 
except for a few cases, it was his 
artistic production which was most 
strongly felt and meditated on, 
rather than his theoretical or doc- 
trinal production, and one of the 
first examples was Persico’s lucid 
article of January 1935. Zevi is 
again right when he singles out 
such reasons as tradition and pro- 
blems of an aesthetic, critical and 
also socio-ethical nature to explain 
why certain aspects of his theory 
were not fully accepted by Italian 
culture: aspects such as his esprz? 
de systhème, his deductive ratio- 
nalism, his Rousseau-derived en- 
lightenment in his attitude towards 
nature and the relationship of man 
to nature, as well as his Platonism 
and his theorizing on ancient and 
modern canons of beauty, on abso- 
lute harmony, on transcendental 
and definitive proportions and mo- 
dules, and finally his. social 
Utopianism. For Italian culture is 
much more historically-oriented 
(although with respect to a heritage 
which is now a commonplace) 
than it likes to think, and thies 
can be seen in the marginal ac- 
ceptance given and now to the 
aesthetics of beauty, to vitality, 
symbol, number, nature, economic 
bases, and other things, while 
criticism, rightly or wrongly, con- 
centrates on such matters as idiom, 
form, feeling, and personality. 

I believe that recent critical ma- 
terial may do much towards revi- 
sing opinions of Le Corbusier, 
and this is even beginning in 
our country. A reappraisal which 
I consider much more important 
for Le Corbusier than for others. 
In his 1949 essay, Samonà re- 
marked that, substantially, the fun- 
damental points of Le Corbusier?s 
architectonic-constructive pro- 
gramme are few: pilotis, free space, 
roof-gardens, lengthwise windows, 
and free fagades, to which were 
added the pan de verre and « sun- 
-breaker »; and that also his theo- 
ries, for all their variations and 
extensions, can be led back to a 


_ af 


LACIE e dn 1) 
few themes which remain. tl 
animated convictions of all È 
work. Zevi amplified and further 
clarified this piont, which holds 

also for Le Corbusier’s town-plans. 

It is truly impressive to follow the 
continuity and the implacable co- 
herence with which a few of his 
matrix-ideas, his essential motifs 
sostantly recur through full cycles 

of years. 

The «ideal » plan, still bound to 
rigorous Renaissance geometry, of 

the Vi/le contemporaine pour 3 mil- 

lions d’habitants (1922), the Plan 

Voisin for Paris (1925) through 

the projects for the Ve radieuse, 

the plans for Geneval (1932), 
Antwerp and Stockholm (1933), 

recur in the new P/a for Paris 

(1937) and in the later one (1945- 

-46), lateral plans being that for 
Saint-Dié (1946-51) and that for 

Rio de Janeiro. In looking over 

the drawings made in 1915 and — 
kept in the Bibliothèque Nationale 

of Paris, darwings representing 
extensive research for a volume 
planned but not completed, « La 
construction des villes », one cannot 

fail to be struck by the recurren- 

ce — the sign of an inner strug- 

gle — of studies of regular, geo- 

metric, urban forms in perspec- 

tive and studies of asymmetrical, | 
visual medieval urban forms of 
an irregular shape, which are 
repeated a third time by other "oi 
studies of medieval housing not 
only from life or from prints, but i 
also from contemporary frescoes, 

for example those of Giotto; nor 

can we overlook the evidence 
shown by his preference for buil- 
dings with open pavilions (for 
example, in Sano di Pietro), and ì 
longitudinal arcades and galleries. 
The objects of his meditation 
seem to be the structure follo- 
wing a rational principle of ot- cf 
der, or a principle of mediation Mb” 
with the compositional potential. | | 
of an already articulated natural 
environment; thus, too, the rela- | 
tionship between a housing block 
and its communication from the 
inside out and viceversa. Whil 
in other drawings and sketc 
the investigation is carried 
according to more common lines 
of town-planning, here we find | 
signs of tendencies n are al 
ready personal. 
There exists, of 
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integration of factors constituting 
the role of the city, and as flexi- 
bility of solutions deriving, fot 
example, from peculiar situation 
the relationship between the old 
and the new, the reconstruction 
of an organism in ruins, topo- 
graphical survey, etc.; but we 
should also consider the persistent 
elements and their character. 

The conception of the dwelling 
cell at once protected from and 
communicating with the exterior, 
organized in an economically con- 
venient group and spiritually cha- 
racterized by the independence of 
the individual in the social orga- 
nism, by balanced climate, by 
green inside the dwelling, by a 
community strengthened bv ser- 
vices, and so on, is realized in 
a very long progression: the 120 
Villas superposées (1922), the Pavi/- 
lon Esprit MNoweau (1925), the 
Lotissements fermés à alvéoles (1925), 
the Projet Wanner for Geneva 
(1928-29), the Maison locative for 
Algiers (1933), the Grattecie! car- 
tesien (1938), the Unités d’ habitation 
begun in 1945, and lastly the con- 
structions at Chandigarh. Another 
case of development in the per- 
sistence of an organism according 
to function is the museum: the 
Mundaneum (1929), the Musée d’art 
contemporain for Paris (1931), the 
Muse è croissance illimitte (1939), 
and the Museums for Tokyo and 


Ahmedabad. 


Actually, careful examination re- 
veals that the typology is rather 
to be found in the ends and pro 
grammes of these schemes rather 
than in their realization, because 
every building and every project 
discloses differentiations in execu- 
tion which require an explanation 
after returning to the functional 
or practical problem undertaken 
and solved. But it is also true 
that one cannot help revealing 
— in this and in many other 
cases one could mention — the 
nexus of consequence which joins 
all these investigations and reali- 
zations, although it is also im- 
portant. to remember the rather 
numerous exceptions. If one adds 
up this continuity of functional 
-housing themes with the theo- 
retical and programmatic « points » 
fixed and repeated so many 
times in books and lectures, there 
i “can explain 
| to identify Le 
ms and his 
f one consi- 
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ders that it was this which wor- 
ked in the worls and was wel- 
comed and applied, and much less 


his style in the singularity of 


its process. 

For more than fifty years Le Cor- 
busier’s activity has always been 
offered to contemporaries intrinsi- 
cally as a complex arrangement, or 
as a pentagram in which there ap- 
pear simultaneously the matrix- 
-ideas, fundamental modules, ar- 
chitectonic and constructive rea- 
lization, and the exposition of 
the general data of-his at once 
ideological and formal-technolo- 
gical programme; and the program- 
me almost always takes on the 
appearance of a doctrine with 
claims to objectivity, and deve- 
lops as norms of classifications and 
typology valid for application by 
any other architect, town-planner 
or social reformer. Particularly 
impressive are his very numerous 
and original propaganda lectures, 
in which verbal and graphic fac- 
tors interpenetrate and compen- 
sate one another, forming a scale 
ranging from the exposition of 
the primordial nucleus of a pla- 
stic-architectonic theme to its com- 
munication in an immediately vi- 
sual and flowing idiom, with 2 
flexibility of demonstrational, ana- 
lytical, and relational modes, but 
with poetic, immaginative, emo- 
tional, passionate, and driving ac- 
cents which deserve a long exa- 
mination in themselves for their 
originality, especially if we recall 
the quite different relationship 
which existed between Wright's 
design and his posthumus and, all 
appearances to the contrary, rather 
detached comment on his work. 
It can be said without fear of 
contradiction that there is no man 
of culture who has not been in- 
fluenced (at least to some extent) 
by the power of Le Corbusier’s 
writings in the last fifty years, by 
the eloquence of this apostolate 
and this permanent  preaching 
which, owing to its continuity, 


its coherence, and its very insis- 
‘tence on a few essential ideas and 


themes, has been remarkable in its 
penetrative strenght and has at 
times taken the form of a collective 
or collegial expression, as in the 
various CIAM manifestos or the 
Athens Charter. 

It must be sincerely admitted that 
the efficacy, the mordancy, and 
the excitement of these Le Corbu- 


sier writings has for a long time 


influenced a great many of us. 
contemporaries and students of 
modern architecture, in the sense 
of often giving prevalence to his 
word and action rather than to 
the pure assumption of his for- 
mal results or to the characte- 
ristics of his architectonic idiom. 
We might say that he himself 
has facilitated this insufficient di- 
stinction with the great drive of 
his axioms and his Cartesian de- 
monstrations. In criticism, there- 
fore, the prevailing opinion is that 
of the perfect congruence between 
Le Corbusier’s work and theory 
and widely accepted is the jud- 
gement that his writings and works 
are confluent factors in a unified 
process which essentially tends to 
establish a general principle, with 
all the implications of necessary 
polemic and negation. There has 
been and there still is considerable 
talk about the doctrinaire limits. 
of his poetic vision and his ori 
ginal artistic expression. | 


A panoramic look at Italian cri- 
ticism is symptomatic in this re 
gard (Italian criticism being by 
and large the most thoughtfu 
and mature compared to the mu 
more. repetitous and extensi 
criticism of other counties, owi 
to the much more severe an 
demanding intellectual climate 
Italian criticism). Venturi, in 1933, 
is mote aware of the limits, the 
confusion, and the anachronis 

of Le Corbusier’s thought than 
his work, and the confirmation 
is to be seen in Persico’s 1935 
monograph, which instead per- 
ceives the need to separate 
Corbusier the architect from t 
theoretician and to go beyond t 
controversy over his ideas a: 
proposals to consider the artist 
who created the Savoye Hou 
and the De Mandrot House. B 
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tion and the composition of « v: 
lues » intellectually identified 
« pure » and « primitive » ac 
ding to the suggestions of 
bism, whereas one could dete 
a contradiction between the cl 
of unprecedented originality 
his architecture and the i 
historicity, recent and re 
of many of his solutions. ‘ 
was the intelligently argued 
sis of Nava in 1938 which 
quite willingly acknowledge, : 
reflected my own doubts at 
time. With the exception 


few points notable only fot their 
superficiality (an alleged « Mar- 
xism » in Gropius, revealing only 
the writer?s incompetence in Mar- 
xism, as a contrast to Le Corbu- 
sier's reformist-capitalist  Utopia- 
— nism), after Persicos’ intuitive arti- 
—cle, the essays of Samonà and 
| Zevi’s chapter, as well as other 
later writings, continue to em- 
3 phasize his doctrinaire premedi- 

tation, although noting his fre- 
| quent overriding of the plane of 
principles in his formal achieve- 
ments. But apart from a few pre- 
cise remarks and observations, it 
| can be said that so far there has 

not been any adequate analysis 

of just this formal achievement, of 

| its authentic process. 

There actually has been a begin- 
ning to this kind of definition 
and judgement. And if it is true, 
for example, as Zevi noted, and 
as Le Corbusier himself acknow- 
ledted in the 1929 preface to 
the first volume of his « oeuvre 
| complete », that many elements 
of the rationalist idiom had been 
wotked out previously (visible 
structure, roof-garden, glass walls, 
pilotis, pure surfaces and volumes, 
‘continuous windows, etc.), one 
should not only underscore their 
abstract assumption by Le Cor- 
busier with an end to imposing 
them as representative solutions 
of the modern feeling and practice 
of human life, but especially grasp 
the most important aesthetic point: 
that the relative community of 
thematic premises, in doctrine 
and in housing, is not in the least 
translated into coincidence or in 
similarity of concrete architectonic 
solutions, which in Le Corbusier 
dently have an independent 
entity. And the same thing 
should be said about his metric 
modules, recalling the many his- 
| torical cases in which the sharing 
of artistic canons did not in the 
least prevent or level out the 
‘expansion of stylistic individuality. 
In a certain sense, the attempt 
to relate Le Corbusier’s idiom 
storically, that is, to explain it 
its components and in its actual 
lationships as experience, as in 
va’ s writings, which reflect wor- 
g requirements and procedures 
which I myself had practiced (« An 
analysis of moder architectonic 
idiom », published in Cusabella in 
1937), is not only legitimate but 
right and necessary; the mistake, 
therefore, was in drawing most 


attention to the artist’s culture 
and intellectual elaboration rather 
than to his dialectical moments 
of detachment from culture and 
to their specific characteristics. 
But these sometimes painful uncer- 
tainties, we repeat, for the most 
part stemmed from the overlap- 
ping of Le Corbusier the theore- 
ticism and Le Corbusier the crea- 
tot, the latter often being oppres- 
sed or thtown in the background 
by the former. 

I am afraid that in the passionate 
controversie over functionalism, 
industrialization, standards, econo- 
my, utility, scientific and social 
organization, and so on many 
have over looked not so much 
the clues, but the open statementes 
made by Le Corbusier himself 
from the very beginning. 


« Architecture is the conscious, 
correct and magnificent composi- 
tion of volumes associated under 
light... Even in the design, and 
consequently in everything raised 
in space, the architect is a plastic 
artist, and has disciplined the 
claims of utility in favour of the 
plastic end he has pursued; he 
has composed. He has activated light 
and shade to say what he has to 
say. Then comes the moulding, and 


the moulding is free of all res- 


trictions, is a total invention. One 
recognizes the plastic artist from 
the moulding: the engineer fades 
into he background, the plastic 
artist works. The moulding is a 
crucible for the architect; it faces 
him with a severe dilemma: whe- 
ther to be a plastic artist or not. 
The Parthenon was made by Phi- 
dias, the great sculptor. 

« By architectonic phenomenon I 
mean the spiritual quality of orga- 
nization (architecture means for 
me to act according to the spiri- 
tual construction), a quality which, 
owing to its creative power, cons- 
titutes a system capable of expres- 
sing the synthesis of what we 
have at present, and not the aspect 
of a simple personal whim. I do 
not believe in the spontaneous 
birth of general formulas, ot in 
immanent formulas; I believe that 
every wotk of architecture which 
appeals to the spirit has always 
been and still is the work of a 
single... touching moment, the mo- 
ment in which this crystallization 
operates it the bottom of one's 
heart. Everyone can cause this 


crystallization which is, actually, 


creation... Side with the highly 
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complex vocation of the mode "a 
architect, who has to be everywhe- 
re and is assailed by a thousand | 
duties, every day I cultivate e 
taste for art in a quiet garden. | 
I know, the younger generations 
detest this word (witness the heat- 
ed controversies over functiona- 
lism)... But to concern oneself 
with art is to become one’s own 
judge, one’s own master; we stand 
before a tabula rasa. This means 
full awareness of our responsi- 
bilities; for here we show oursel- . 
ves, and we are seen for what we 
are, no more and no less... Archi- 
‘tecture means to formulate pro- 
blems with  clarity. Everything 
depends on this. This is the decisi- 
ve moment. Shall we limit the 
problem to the pure and simples 
satisfaction of utility? We shall 
have to define utility, then. Are 
poetry, beauty, and harmony part 
of the modern man's life or not, 
or must he be satisfied with only 
the machanical functions of the 
machine à habiter? ». 


Crystallization: a key word, the 
synonym of concentration which 
leads us back to the sources, 
Flaubert and Baudelaire. The very 
tone of this vindication of the 
irreplaceable moment of art isolates 
it in the struggle of ideas. Many o- 
ther passages could be added to 
these, for all their symptomatic 
value. But they would all add up Î 
to the same thing. They were to 
formulate, as today they formulate, : 
the problem of whether one È 
should see in Le Corbusier’s town- i 
-planning and architecture the 
principle, the type, the system of 
form, and this alone, or rather 
the singularity and the personality 
of form. It is in this sense that we 
overlooked the matter of ascer- 
taining with greater incisiveness 
and verity the meaning of conver- 
gent factors. For example, the 
overall  simplicity of ideas and 
programmes, and the imaginative 
richness. which informed and 
spread over this content; the simple 
and recurring scaffolding and the- 
matic relationships, and the com- 
plex constructions, with a breadt 
and flexibility of formal sc 
lutions which it would have be 
impossible to explain with 
usual intellectual factors alo: 
with « informed » c 
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fluence, should have facilitated the 


balance between the positions of 
poetic awareness represented by 
Le Corbusier and the great Ame- 
rican seer. But just the reverse 
happened, until quite recently, and 
the opposition to «rationalism » 
seen in another poetic world, that 
of «organic » architecture,. grew 
stronger, contributing to the re- 
classification of Le Corbusier in 
the already old polemic scheme. 
There was also another methodical 
defect furthered, in this case too, 
by the somewhat long period 
(from 1929 to 1944-45) of Le 
Corbusier’s « public » interest in 
« militant » town-planning and ar- 
chitecture, this being interpreted 
for the most part as a transorma- 
tion of society. For many vears 
now the Athens Charter, the CIAM 
manifestos, the Modulors, the ur- 
ban and climatic grids, patient 
research, conformity of dwelling 
units, and many other things, 
have dominated the minds and 
the discussions, the interests and 
the reactions of both the opposi- 
tion and the deference. 


It should be noted that even in 
the first volumes of the « Oeuvre 
complète » Le Corbusier’s painting 
and drawing after 1918 were re- 
moved, and were not underscored 
or put in the same circle as the 
work of the architect and writer. 
The « Oeuvre complète » is not 
an external interpretation; it is 
first of all a subjective documenta- 
tion or recapitulation, and the- 
refore the inclusions and exclu- 
sions ‘are of considerable signifi 
cance, as is the moment in which 
a certain past, overlooked before, 
is recalled in order to explain a 
certain present, or a certain un- 
dertaking. But this silence about 
his painting, sculpture, and dra- 
wing has had a consequence: the 
fact that criticism of Le Corbusier 
has for a long time accepted, fol- 
lowing his trail, the existence of 
graphic work and his architectonic 
wotk; a dichotomy which should 
have been seen for all its abstrac- 
tion and arbitrary unreality. The 
separation of Le Corbusier’s pic- 
torial-graphic investigations, inclu- 


ded here and there in histories of 


as a passage 
along (« pu- 
Wo ld 


1 have 


a connexion which is instead quite 
profound; indeed, today they can 
be seen to be identisal at their 
roots, the expression of the same 
feeling and the same formal choi- 
ce, to the point that painting and 
graphic work can be demonstrated 
to be conditional for understan- 
ding architecture in the truth of 
its artistic idiom. 
In the later volumes of the 
« Oeuvre complète» Le Corbusier 
clearly indicated his dissatisfaction 
— even though probably. not 
previous but rather-recent — for 
+ this  artificia detachment, this 
breaking up ofa homogeneous per- 
sonality full of richness and com- 
plexity in its realizations. And he 
saw fit to recapitulate a few pas- 
sages, in which he underscored 
the osmosis or interdependence 
existing between plastic, pictorial, 
and architectonic realizations and 
conceptions, and insisted on the 
continuity itself of his sectorially 
plastic work from the beginnings 
to the latest sculptutes and ta- 
pestries. In a few books giving a 
comprehensive survey of his work 
and in a few exhibitions, such 
as the one in Paris in 1953 and 
finally the one at the Palazzo 
Strozzi, Le Corbusier has made 
even more explicit the conver- 
gence of his whole work on a 
plastic focus. 
It is worth while re-reading a 
passage he wrote in 1952: « Le 
Corbusier, in the so-called pwrzs? 
period, only painted commonplace 
objects like glasses or bottles, and 
was quite content to use these 
simple supports in order to attain 
the plastic phenomenon. He did 
not realize then that the pictures 
of this period represented an ac- 
tual part of the conquest of the pre- 
sent forms of architectonic plastic 
work. In 1925 he had achieved 
his goal. The simultaneousness of 
his architectonic forms in rein- 
forced concrete and other ma- 
terial, and the forms of his pain- 
ting had become complete. The 
‘spirit of forms animated his pain- 
tings as they did his architecture 
and his town-plans. Without plas- 
tic research, without plastic feeling, 
without a true plastic passion Le 
Corbusier would not have been 
the creator of forms which, little 
by little, appeared in his produc- 
tion as a town-plannet and archi 


| tect... The thing developed from 


the design of glasses and bottles 


e, . at the beginning, through those 
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| too rational and geometric, d 


which he called objects of portic 
reaction (roots, animal bones, sto- 
nes, tree barks, ets.), to end with 
the human figure, which offers 
the poetic imagination and the 
constructive spirit infinite means 
for disassembling and reconstruc- | 
tion in favour of a conjugated 
plastic «anduposetic ‘creation Mio 
Corbusier bore in himself ideas 
of plastic nature which dated back 
ten, fifteen, twenty years before: 
they were sketches and drawings 
which filled his desks, some of 
which he took with him on his 
trips, so that contact could be 
instantaneously regained from one 
step to a preceding step, and 
continuity could operate the trans- 
formations of existence ». 

I do not think that in acknowled- 
ging the correctness of this rea- 
soning we are merely submitting 
to Le Corbusier’s  well-known. 
persuasive powers. Moreover, Le 
Corbusier’s intelligence is one of 
the most lucidly self-critical of 
all times, so that it would be 
dangerous and erroneous to re- 
ject a judgement which s 
from an exacting self-analysis, f 
all its usual passion; but it 
rather a credit to his si 
that he become a discovery 
the artist himself, a discovi 
he comes upon in the maturity 
of his expression. Reflecting 
himself as he does after such 


o O re ql 


viduality with a romantic energy 
which might surprise thos 10 
think of Le Corbusier as 


trinaire and intellectual, apo. 
and didactic. Der 
It seems fairly certain to me 

criticism will have to deal w 
the theme of the formal. 1 
running through the artist’s care 
as painter, sculpture, desig 
chitect, and town-plannet 
that an analytical study in t 
rection will throw a new lig. 
and clarify the singular : 
process of Le Corbusier, 
interior  discoutse which, 
essential nuclei, is not n 
conditioned by his dialogue 
principles and programmes. 

Let us take for example the 
ved and coupled tensile 
which appear in his Plan 
for Algiers, organizing a zi 
natural differences of 


. means of aerial or elevated con- 
| nexions, and leaving to the coot- 
| dinated architectonic masses, whe- 
|. ther cut in two or disengaged, 
| the maximum accentuation of 
ti, members, at once independent and 
. rhythmically united, of the group 
54 in plan, perspective, and elevation. 
We find these meshes — incar- 
| nate in their relationships (which 
ate equal despite differences of 

| technique, plan, elevation, vertical 
| sections, interpenetrations and vo- 
—_ lumes in an organic plexus) with 
. the same multiplicity of internal 
—_rhythms along with a global unity 
| of composition — in his sz// /fe 
MO 022 - 26, even though. their 
‘accent is more clearly geometric 
in the traditional sense and, the- 
refore, it may appear less evident, 
at first glance, that the rhytmic 
animation of the group has no- 
thing to do with the bidimensio- 
nal surface alone, but necessatily 
implies the others. They are hooks, 
velopments, dramatic recesses, 
a successful powerful stability 
image; they are contained but 
nse expansions in a harmonized 
cture. And the preparative sket- 
ches and drawings, in the process 
hich goes from the nuclear pe- 


their « axonometric » layout, lar- 
2 prove these characteristics. 
if-we shift our attention to 
roof of the house of Nantes- 
Rezé or the Unité d’habitation in 
rlin, we again pertceive these 
ile relationships and volumes 
iposed between ground and 
ut and air; and we find similat 
lues, with great richness of fle- 
xions, in his draxings and pain- 
gs since 1936, and lastly in his 
ulptures, although here with a 
ich more directly organic and 
tal accent, like living structures 


by fixing their definitive form from 
e skeleton to the spatial environ- 


nstructing « du dedans au dehors », 
undertscoring the phases of growth 
ind development and their internal 
essity and coherent concatena- 
, the beginning with a genera- 
e element ot plexus moving on 
to a long and tempered adventure, 
but in contrasts and in the urgency 
of impetuous meetings ar sudden 
concourse, the evident and almost 
| palpitating maintaining of the de- 
velopment which reappears «as the 
unceasing stimulus to mew depa- 
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which grow and free themselves. 


tures without end of the formal 
composition — these and other 


 modalities of Le Corbusier’s artis- 


tic process can be found throu- 
ghout his work, whatever its cha- 
racter, and make it certain that 
this is no recent or, in some way, 
posthumous equilibrium that the 
attist has effected in the course 
of his work, almost making it 
conform, making it homogeneous 
in recent years, out of a concern 
fot a synthetic coherence, but that 
what we have here are source 
factors which have nourished his 
expressive projection throughout 
its whole cycle. 

Of course, it would be another 
mistake not to understand and Le 
Corbusier’s work historically, indi- 
viduating it in these admittedly 
seamless nuclei. A review of Le 
Corbusier’s attistic vicissitudes, on 
the contrary, shows that in the 
essential permanence of the cha- 
racter of his personality and his 
expression, dominated and yet full 
of drive, terse in its tensions, and 
lucidly passionate. The artist has 
moved over a wide arc, has en- 
gaged in intellectual dialogue with 
other artists of the past and pre- 
sent, has at times added new expe- 
riences and requirements, and has 
given in to much stronger trac- 
tions in an intellectual sense or 
in a sentimental-vital sense. In 
sum, by looking down into him- 
self, at all «occasions» of his 
life and at every interior emergen- 
cy, with a spirit of truth and with 
a power of penetration it would 
be difficult to rival, he presents 
us today with a poem, the course 
of which suggests those voyages 
in classic poems which embrace 
a whole life and contain a com- 
plete story, the experience of which 
engages the full power and capacity 
of the man who relives it. 


The solidarity existing between the 
various artistic productions of Le 
Corbusier, in all phases and at a 
distance, helps one to see relations 
and to explain them, circumscri- 
bing better the value of the works 
or groups of wotks, and at the 
same time underscoring original 
and continuous factors. The poetic 
world of «pure form » as a dia- 
lectical element of content in the 
early work, accounts for certain 
choices and also certain exclusions, 
for his geometrical preferences and 
the renewed use of the golden 


‘proportion of Hellenic and Wes- 
tern European tradition. It seems. 


f? 


to me, however, that due 
has not been taken of th Ance ti 
separating the proportional layouts 330 
of the years from 1923-31 and Qu 
the later Modulor. And perhaps dA 
this substantial difference has not 

been verified, because the deduc- 

tive, mathematical-geometical sys- 

tem of the Modulor is of the same 

kind as the classical one used be- 

fore; but the difference lies in 

the principle, and this is what is 
important. 

The adoption of harmonious 
proportions as a rule of compo- 

sition, from La Roche House to 

the Garches House and the Sa- 

voye House at Possy, is paral- 

leled by Mondrian’s experimental 

work, which is also based on 

ancient classical rhythms with their | 
ideal-rational content and their also 
communicative meaning. There 
undoubtedly exists a continuity 
of research between this phase and 
the first and second Modulor, but 
the change in the basic postulate, 
although the method of develop- 
ment remains the same, leads to 
a completely different level. It is 
not surprising that the many ma- i 
thematicians, geometers, and scien- 
tists who have agreed with or 
praised Le Corbusier have given 
their attention rather to the second 
aspect, which is moreover. more 
oustanding and extensive than the 
first: for these are all persons 
who — with all due respect — 
still strongly believe in the nume- 
rical law of the macrocosm-mi- 
crocosm in the metaphysical wa- 
lues of harmony and symmettry, 
and in the transcendence of a 
being defined and knowable in i 
the form of an unvaried theoremj 
and they therefore can still speak 
in favour of these aspects of 
historical-cultural anachronism. 
And then the fact that a certain | °° 
measure of man was adopted as 
unit of demonstration caused most 
of these people to think of the 
Modulor in terms of a quest for. 
the average proportions of man 
or for a mathematical formula of 
beauty of the human body in 
continuation of the ancient canons. 
of beauty. FRS 
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But was this really the case ? 
point has not been « e 
despite the fact that 


{ 


having been newly calculated and 
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demonstrated — really an abstract 
measure of absolute and invariable 
beauty ? Or is it, as it seems to 
me, the basis of a measure fitted 
to a certain man — even if « ave- 
rage », which carries out certain 
fundamental functions by realizing 
the capacities of this bodilv ins- 
trument, and carries them out not 
in any hvyper-Uranian space, but 
in the environment of his own 
world, which is also an extension 
of man as nature ? Is this not, per- 
haps, the projection of a concep- 
tion of concrete man in his in- 
ternal-external activities, and is 
it not the object of this articulation 
in numerical terms according to 
the geometric method (instead of 
other possible methods such as 
the historic-dialectic) to promote 
the expansion of the physical and 
psychic human organism in its 
organic state, in harmony with a 
world which, in this way, is no 
longer external, but appropriate 
and humanized ? 


If this is so, then the anachronism 
of the system for pointing out 
a profoundly rational conception 
or vision of human life (although 
not abstracted from all relations 
with nature, sociality, or historv) 
necessarily collapses. The Modwor, 
like the successive meshes, are no 
longer exclusively aesthetic and 
formal elaborations like the pre- 
ceding ones; they include a much 
broader and different diagram of 
components, they unify a dram of 
activities and potentialities, in the 
relations considered, much more 
complex and vibratile, and do not 
tend to resolve it in the stability 
of an invariable contemplation, in 
the certainty which springs from 
placing oneself in an absolute 
entity, and despite the geome- 
trical-mathematical formulation it 
admits an internal dynamics of 


nexus and action. It therefore 


seems to me that the value of 
the Modulor experience is clari- 
fied by just this difference from 
the ancient canon: let us note 
that in this experience the propor- 
tional rules were accepted as part 
of a heritage, and not modified 
although, as had happened in 
the pa freely composed and 
roani hereas Modulor 
vare; si IN 
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and his life, a way which does not 
concern only the problem of form 
This AModulor may be the most 
decisive clue that Le Corbusier 
has provided as regards his ma- 
ture awareness, but the geome- 
tric weil thrown over it has pre- 
vented us from appreciating all 
its non-conformity and its indi- 
vidual and expressive basis. 


The poetry of a work cannot 
explain that work, at least not 
all of it. But it is clear that while 
all of Le Corbusier’s architecture 
offers something of a « spetacle », 
which is much less mental than 
one usually thinks (I am using 
the term «spectacle » not in its 
exterior sense, but as the visual 
personalization of reality), this 
spectacle changes remarked, we 
must not forget again that there 
are expressive constants, for ex- 
ample in the Pavillon Suisse the 
« disassembled elements, the plas- 
tic wave juxtaposed to geometric 
crvstallization », which in the po- 
werful animation of the included 
and characterized visible element 
lead us on to so many subsequent 
models until Chandigarth. But 
there are modifications and ad- 
ditions to Le Corbusier’s feeling 
and form, and they determine 
the tone of the works ranging 
from Ronchamp to Chandigarh. 
After his trips to the Balkans 
and the Fast, following his tra- 
vels as a young man to Italy, 
after his ewperiences not only in 
Byzantine and Islamic art, but 
also in rustic architecture of either 
peasant or medieval derivation 
(experiences which he shared with 
many other architects of his time, 
as a cultural necessity), from the 
period of his « purism » and relati- 
ve formal meditation until about 
1930, Le Corbusier became a « Eu- 
ropean » man, of a Europe which 
also includes Soviet Russia. His 
culture, range of impressions, and 
cycles of reflections are related 
to a Europe which is an indus- 
trial, mechanistic, mechanical, and 
circulatory Europe; also a ‘scien- 


tific, philosophical, and aesthetic 


Europe superimposed on the ol- 
dest layers of agricultural and 
artizan civilization, variously dis- 
tributed and feels and irradiates 
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environment which has and feels” 
its unity and which can be re- 
cognized internationally in a few 
dominant aspects of thought and 
pratical activities. 

It seems to me important to es- 
tablish the effect of his Algerian 
experience, with counterpoised and 
coexisting worlds, in the 30% el 
then in South and North Ameri- 
ca;. and. the: reactive. ‘contace (o 
the artist in the face of such new, 
different, and even confusing con- 
ditions, owing to their possibili 
ties; conditions so irreconcilable 
with the European panorama, with | 
its civilized nature, history, and 
context. I believe that we can 
say that, after a certain point, 
even when carried out in Europe, 
his work stands out against new 
horizons. There appear primordial. 
touches, more abrupt interior fore- 
shortenings, elementary and sum- 
mary structures and forms whic! 
no longer reveal the dazzling cla 
rity and classical atmosphere oi 
the La Roche House, the Gar 


Savoye House, and the Renten- 
anstalt of Zurich, their display o 


from structure to sutface 
the signs of a psychology : 
feeling of the human worls which 
now take into account uncivilized 


rather latent and unconscious, and 
instead of checking them, 
almost anxiously. i 
It has been rightly observi 
Le Corbusier was not indifi 
to the revelations, for him 


passive, and even less so 
they be in a personality the 
Cor- 


to me, however, that al 
stimulated by other artists 
whom Gaudì, there pr 
Le Corbusier a quest x 
prevalently internal perceptic 
discovery, and this is base 
the at once unusual and disturk 
turning from the civilized, 1 
rical, and articulated enviro i 
of men in society, to the unta 
med, savage, purely natu 
primeval environment still 
humanly shaped, like 


time. 
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| The trasposition which takes place 
— from the Vie Radieuse and its 
selected passages, on several levels 
and independent of residences, 
common services, and green, to 
the excavations of Chandigarh, 
— from the vertical garden-city to 
interment, is not only due, as I see 
Ito “au adaptation to terrain 
and climate, since the terrain could 
be chosen and was not externally 
determined. I mentioned elsewhe- 
re, in writing of Ronchamp, the 
deliberate return to the Druidic 
dolmen, to the prehistoric cave 
with the inpouring of luminous 
ravs, and the casual irregularity 
of the plan, spaces and volumes, 
as well as the spontaneous plastic 
reinforcement which the image 
eived, so far sunk into its 
ns and so elevated as a dedi- 
catoty monument (and here it is 
w o recalling also the plan of 
‘a church-grotto for Sainte-Beau- 
ne). Moreover, how can we fail 
observe in painting and dra- 
ig — considering a few of 
casso’s « barbaric » touches, but 
g them of their contingent 
esis — the imagination and 
more impetuous and at times 
ent conduct, the tense diva- 
tion of the compositions, and 
immediate impetus of their 
colours ? 


h these few remarks I wish to 
t out that Le Corbusier’s vi- 
= turns out to be richer, and 
"dramatic strength calling for 
ation, in his human deve- 
nt as a protagonist — not 
ng the feelings probably 
by the catastrophe of the 
and by the crisis of civili- 
n, — than it appeared a few 
s ago. I should rather say 
the image, of this latest Le 
usier, which was still possible 
‘deduce from a-few significant 


us. It seems that the artist 
discovered, after so many 
GISeS' ‘of? rational spirituality, 
being so fully accepted, des- 
all the polemics, by the his- 
y of his civilization, and by 
intellectual and aesthetic order 
primative, obscure, and dan- 


ruinous. It was after the last 
«world war that there appeared in 
Le Corbusier’s work the percep- 
tions and the impacts of these 
forces, and it seems La in conti- 


edents, tends much more to 


ta ha (os "— >. ea 
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nuing an inspired mission carried 
out before for different situations, 


he faced them, investigated them, 


and revealed them in order to give 
them a clear form, a form clear to 
themselves and clear for com- 
munication, and for this he suf- 
fered and offered his dominion, 
his capacity to prevail in spiritu- 
ality. 

It is with this immersion in a non- 
-historical and natural world, it is 
with this ascent to humanity and 
to awarensess in the determina- 
tion of a form, that our knowledge 
of Le Corbusier’s work pauses 
for a moment. The recapitulated 
vision of all the aspects of the 
artist’s activity may motivate ot 
favour a much more articulated 
and faithful judgement. Synthesis 
as ordered in the awareness achie- 
ved by the artist himself, is un- 
doubtedly among the most fruit- 
ful experiences of culture today. 
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Carlo L. Ragghianti 


Le Corbusier 
à Florence 
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Je ne puis dissimuler l’émotion 
qui m’a saisi en vovant réunis 
dans les salles du Palais Strozzi 
soixante ans de travaux de Le Cor- 
busier. Soixante années peuvent 
constituer une vie tout entière; 
pour Le Corbusier elles ont été 
non seulement une longue vie 
mais de nombreuses vies en une 
seule en raison de la multiplicité 
de son génie. Ce qui frappe pour- 
tant le plus est de voit un homme, 
un artiste à qui le passé ne pèse 
pas, embrasser sa vie et son ceuvre 
en une récapitulation synthétique, 
sr à celles qu ’il a réalisées 

 dernières années, retrouver 
sous nos yeux des impulsions et 
des thèmes nouveaux qui ne font 
qu’élargir le cycle d’activité déjà 
immense où ils s’intègrent, cycle 
qui en définitive s ’identifie avec 
une grande partie de l’architecture 
et de la culture a 


projets rentrés, puisqu’aussi bien 
toute conquète trouve dans la mé- 
moire la promiscuité des désillu- 
sions et des erreurs. 

Il ne manque donc pas d’étre cho- 
qué par un cycle tel que celui de 
Le Corbusier dont la courbe hau- 
tement positive représente un ap- 
port considérable au patrimoine 
des expériences humaines et artis- 
tiques. Je ne pense pas que Ls 
Corbusier en soit satisfait, ni qu'il 
l’ait jamais été pusqu’ici. Jusqu' au 
dernier message d’octobre 1962 
on pergoit dans ses affirmations 
passionnées et dans les axiomes 
vigoureux qu’il assène, dans sa po- 
lémique habituellement àpre, tout 
au fond, une recherche anxieuse, 
une inquiétude qui, pour étre iS 
propre de tout homme de conscien- 
ce est d’autant plus grande que le 
génie et le travail augmentent les 
responsabilités entrainant en pat- 
tage les tourments, la tension éthi- 
que et l’intensité problématique 
qui sont l’unique source des libé- 
rations, des éclaircissements et des 
visions neuves, moyennant quoi 
s'élargit l’horizon intérieur des 
hommes et des sociétés. 

Il me semble que la culture, et plus 
spécialement l’architecture, italien- 
ne devait à Le dii l’hom- 
mage en cours. En effet, si nous 
refaisons le chemin parcouru pat 
l’architecture italienne moderne, 
depuis. l'édifice dela. Fiat ‘de 


| Matté Trucco (à tort, qui sait pour- 


quoi, si peu apprécié), depuis le 
« Groupe des 7 », ou le « Mouve- 
ment italien d’ architecture  mo- 
derne » jusqu’aux deux premières 
expositions d’architecture ration- 
nelle ou fonctionnelle (1928 et 


1931) organisées par Bardi; puis 


activité artistique et intellec- 
de Giolli, Pagano, Persico, 
ni et le « Programme d’ar- 
>» formulé par « Qua 


- 


Traductions en Frangais. 


drante » en 1933 par Bottoni, Cere- 
ghini, Figini, Frette, Griffini, Lin- 
geri, Pollini, Banfi, Belgioiso, Pe- 
fessutti et Rogers, nous devons 
nous rendre à l’évidence des preu- 
ves: l’architecture et l’urbanisme 
italiens dans leur première phase 
d’expansion, qu’elles suivent le 
sécessionisme ou qu’elles 7 Op- 
posent, dans la période néo-clas- 
sique ou mieux néo-empire du 
XXème siècle, ne se compren- 
draient pas si on ne les rattachait 
en premier lieu à la thématique, 
théorique et formelle, de Le Cot- 
busier, méme si elles ont subi 
certaines médiations européennes, 
surtout allemandes. 


Il est vrai que l’activité de Le Cor- 
busier a depuis 1924 une place 
déterminante pour la culture et le 
langage architecturaux, dans de 
nombreux pays et dans divers do- 
maines; ailleurs aussi son influence 
se fait sentir è travers les opposi- 
tions dialectiques ou les réactions 
que suscitent théories et euvres. 
Unettellepresencerfest partio 
rement sensible dans la généra- 
tion d’architectes italiens qui vers 
1926, sans cependant renoncer à 
leur personalité et à l’indépendance 
di (Di ee se doit. di reven 


pour Los et t pour i soc 
moderne; ils s’opposaient ain 
tout vestige d’éclectisme, c 
coration rhétorique et 
me hasardeux, au nationa 
à un traditionna 
ment stylistique mais ICturi 
soit en réaction sociale du p 
5A “vue ale la IIa Le 


na ta Cradueioni 
du travail propre 


une organisation de la production, 
de la technique et du travail pro- 
pre à une société industrielle déjà 
avancée matquée par la posses- 
sion des instruments de produc- 
tion et la responsabilité opérative. 
Notre ami Bruno Zevi exacte- 
ment mis en lumière les relations 
de l’architecture « rationnelle » ita- 
lienne avec Le Corbusier, et la 
précision était nécessaire. 

En fait l’histoire de la critique 
italienne montre de fagon symp- 
tomatique à son égard que pres- 
que vers 1925 les sculs è filtret 
leur message sont Piacentini et 
Papini, non par incompréhension 
ou agressivité mais évidemment 
dans le but d’en dévier le sens vers 
l’aspect technique, constructiviste 
ou machiniste. Il faut attendre 1928 
pour voir exploser un foisonne- 
ment d’écrits de Gio Ponti, de 
Rava, Samonà et surtout de Sar- 
toris. Méme dans le livre de Vitale 
sur l’esthétique architecturale une 
place est faite aux théories de Le 
Corbusier en toute objectivité. 
Parallèelement, Le - Corbusier en 
raison de sa réputation fut reven- 
diqué comme un des survivants 
du futurisme pour ses projets de 
ville et de gratte-ciels et pire en- 
core comme « continuateur » de 
Saint Elia. Puis ce sont les an- 
nées de la polémique ouverte qui 
n’empèche pas l’annexion de Le 
Corbusier. par l’organe officiel, 
l’Encyclopédie Treccani (1933). 
Qui lit ce livre intéressant et plein 
de vie de Giulia Veronesi « Diffi- 
cultés politiques de l’architecture 
en Italie 1920-1940 » a de quoi 
s'étonner qu’on parle aussi peu 
des orientations intellectuelles et 
artistiques des premiers groupes 
et des premiers protagonistes de 
l’architecture nouvelle. et de ce 
qu’en dépit de sa préoccupation 
de chronique, le nom de Le Cor- 
busier ne soit que rarement men- 
tionné et en second plan. 

La première hypothèse est que l’on 
a tenté d’éviter l’évocation d’une 
personnalité désormais reconnue. 
Mais depuis la première et loin- 
taine expérience « rationnelle », à 
présent dispersée un peu partout 
(un recueil de documents serait le 
bienvenu), la nécessité s’imposait 
de mettre en lumière cette rela- 
tion que l’on peut tenir pour ori- 
ginelle. 

Zevi donne l’exemple de l’archi- 
tecture « rationnelle » pour mon- 


trer que l’esthétique et la critique 


italiennes, à l’époque soutenaient, 
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pat principe que l’expression at- 
tistique n’est pas conditionnée par 
des formes, des systèmes, des lan- 
gages poétiques unilatéraux et re- 
tardaient la reconnaissance des va- 
leurs éthiques, sociales et formelles 
de l’architecture moderne dans la 
lutte qu’elles soutenaient avec la 
tradition du passé. Cela est vrai, 
à condition me semble-t-il d’y ajou- 
ter quelques observations que je 
fais ici sous la forme d’un témoi- 
gnage venant de quelqu’un qui a 
suivi le cours des choses sans y 
participer réellement pour des rai- 
sons de force majeure. 


Par ailleurs, à part son attention 
continue au-mouvement culturel 
européen contemporain, il est pro- 
bable qu'il ait été induit à prendre 
en considération les manifesta- 
tions actuelles de l’architecture è 
travers ses relation savec Gualino; 
ce dernier avait fait construire par 
Pagano et Levi Montalcini le pa- 
lais de l’administration qui compte 
parmi les toutes premières réalisa- 
tions de l’architecture nouvelle en 
Italie. D’autre part Turin était alors 
la ville industrielle la plus avancée. 
Le panorama des grandes usines 
fonctionnelles se déployait è la 
périphérie avec l’exemple dès 1926 
de l’immense complexe de la Fiat. 
Bruno Taut (et peut-ètre aussi 
Mendelsohn) et l’architecture alle- 
mande en général dans les années 
d’après-guerre durent se rappelet 
à l’attention et cela se sent è 
vrai dire dans certains dessins 
de' Pagano: cela on'*le ‘prend 
des citations récurentes dans les 
essais « de Turin » surtout, écrits 
autour des années 33 et publiés 
en 1935 dans le petit volume « A- 
près Sant Elia » par la revue Do- 
mus. On y notera que les positions 
les plus ouvertes sont celles de 
Matteo Marangoni et de Carlo 
Levi (en plus de celles de Pica, 
Pacchioni, Pasquali). Alors que 
Venturi a tendance è limiter Le 
Corbusier, surtout en ce qui con- 
cerne la « poétique » et les pro- 
grammes, Pagano va jusqu’à la 
polémique et ailleurs les pointes 
critiques contre le «standard» et 
autres formules de Le Corbusier 
d’alors ne manquent pas. Quoi 
qu’il en soit l’esprit cosmopolite et 
libérateur qui animait le « groupe 
des six », et avec eux Persico, dans 
les années 30 devait certainement 
engaget aussi Venturi. Ce der- 
nier en arrivait justement à des re- 
vendications impressionistes alliées 
à la négation artistique du cubis- 


me à qui, par ailleurs, il avait ca- 
tégoriquement attribué la pater- 
nité formelle de l’architecture mo- 
derne, erreur historique qui dure 
encore aujourd’hui. 

Marangoni et Venturi ne sont que 
deux moments d’avant 1933. Mais 
Zevi doit considérer que l’archi- 
tecture antique et moderne reste 
encore aujourd’hui visiblement é- 
trangère è d’entières régions de 
la critique d’art, bien que l’esthe- 
tisme partial et tenace de ce genre 
ait déjà été dépassé, entratnant une 
aveugle frénésie de la spécialisa- 
tion — Zevi me le concède — ainsi 
que la formation d’une linguistique 
nouvelle et de nouvelles modalités 
de reconstruction des processus 
esthétiques qui unifient toutes les 
productions artistiques, y compris 
le cinéma et toutes les formes de 
spectacle. De plus, pour compren- 
dre l’architecture moderne, à tra- 
vers des pages de critique brillante, 
nous devons souvent faire appel à 
des livres ou à des essais assez ra- 
res, qui interpretent l’architecture 
du passé, de l’architecture byzan- 
tine (Bettini) à celle de la renais- 
sance italienne ou de Palladio (Pa- 
ne); il est alors significatif de dé- 
couvrir que nombre de critiques 
dérivent de la connaissance des 
études d’architectes modernes, de 
Wright è Le Corbusier, de Loos 
à Van de Velde, projetées sur l’ar- 
chitecture antique; Zevi lui-méme 
en témoigne. 


Les instruments pour comprendre 
ne manquaient pas plus qu’à pré- 
sent. Il faut voir pourquoi ils ne 
furent pas utilisés à cette époque, 
ou de moins sans la force et l’am- 
pleur qui eussent été nécessaires. 
Tout ce qui a paru en Italie, en 
matière de bibliographie sur Le 
Corbusier, dans les toutes pre- 
mières années d’après la première 
guerre mondiale (j’en ai fait un 
volume intitulé, «L’oeuvre de Le 
Corbusier», à l’occasion de son ex- 
position au palais Strozzi à Flo- 
rence, un Sévrier 1963, réalisé par 
les architectes Italo Insolera, Al- 
berto Samonà et Luisa Fenghi) 
prouve qu’en Italie existe un lar- 
ge débat s’identifiant en grande 
partie avec la polémique pour ou 
contre l’architecture moderne. Cel- 
le-ci d’ailleurs, è son tour, polé- 
mique: ce ne fut pourtant pas la rai- 
son, du moins la seule raison, de la 
participation pratiquement inexis- 
tante de la culture crocienne, ou en 
règle plus générale, de la culture 
historique, mais plutòt le tour que 


» è 


prit à la longue cette polémique, tel 
que je l’ai exposé dans mon essai 
sur Sant'Elia. On me peut porter 


un jugement exact, si l’on ne tient 

| pas compte de ce que l’architec- 
pag ture rationnelle, comme aupara- 
J vant l’hypothèse d’une architec- 


ture futuriste, se donnait comme la 
véritable et authentique atchitec- 
ture du régime fasciste, et aspirait 
à assumer, selon l’idéologie de 
l’époque, le ròle «d'art d’état », 
et si l’on oublie que les mèmes 
prétentions étaient formulées pat 
l’éclectique architecture académi- 
que, laquelle visait à réincarner la, 
| «romanité ». 
Etant donné cette identification de 
principe, sur le plan politique, 
; comment par la suite entrer dans 
A cette lutte entre groupe différents 
qui revendiquaient, parfois mème 
en termes passionnés, d’étre les 
Se seuls vrais dépositaires du fascis- 
| “me, recourant de facon byzantine 
aux suprèmes instances politiques 
et au «duce » en personne pour 
x se voir reconnaitre telle préroga- 
tive, de la part de ceux qui com- 
battaient, dans la culture et en 
dehors, toutes les formes de fa- 
scisme, jusque dans ses équivo- 


N ques et ses compromissions cot- 
281 ruptrices. : 
: Telle était vraiment l’autre « dif- 


ficulté politique de l’architecture 
«moderne », en plus de celle que 
| nous rapporte Veronesi, méme 
s’il ne fait aucun doute que sa va- 
leur ne tenait par au choix de la 
| majorité. i 


mais dans la me- 
\oignage peut con- 

e telle situa- 
que dans cette 
que, spée- 
dait avoir 


bilité en dehors de l’opposition ou- 
verte et militante, que celle de s’otr- 
ganiser en castes ou en groupes 
d’intérèét et d’intention particu- 
liéres comme membres du parte 
et médiateurs, lequel se charge de 
synthétiser en système, les forces 
éparses en presence. 

L’époque à laquelle nous faisons 
allusion se situe entre 1920 et 
1933, date marquante du «tour 
de vis » impose è la culture, gràce 
à l’imposition du sument de fide- 
lité au régime, pour tous les ensei- 
gnants, publicistes,  journalistes, 
écrivains de profession, intellec- 
tuels ou techniciens de tout genre. 
Si jusqu’ici on peut parler d’une 
élasticité résiduelle dans l’exercice 
de la culture, facilitée par l’incul- 
ture des groupes dirigeants fascis- 
tes, et en partie aussi, pat l’oppot- 
tunité politique imposée, dans la 
phase de consolidation du nouveau 
régime, par des alliances néces- 
saires, mais quelquefois peu ho- 
mogènes avec les transfuges du 
régime passé, dès 1933, la situa- 
tion se durcit, jusqu’à aboutir à 
institution du Minculpop (Mi- 
nistère de la culture et de la pro- 
pagande). Ainsi, par exemple, Ven- 
turi toleré comme ancien nationa- 
liste, combattant volontaire et si- 
gnataire en 1924 du « manifeste 
des intellectuels  fascistes ». Ce- 
pendant, j°en témoigne personnel- 
lement, des 1930 il se separa com- 
plètement du fascisme, et collabora 
jusqu’en 1932 avec le groupe 
« Casabella » et avec d’autres, sou- 
tenant la cause du progrès en ar- 
chitecture, et dans la culture en 
général, jusqu’en 1933, où il fut 
contraint à s’expatrier, après avoir 
refusé de préter le serment fasciste 
avec une poignée d’hommes cul 
tivés. i i 

Par la suite il sembla, au nombre de 


acceptet le passage de l’architec- 
ture et de la nouvelle culture ar- 
chitecturale à travers le fascisme, 
à un compromis précaire et lon- 
guement polémique, qui ne per- 
mettait pas toute-fois l’expansion. 
La culture libre se retrouvait alors 
en marge, il lui fallait employer 
ou méme créer ses propres orga- 
nes, travailler et préparer son futur. 
La situation fut dure, sans aucun 
donte. Il me semble possible d’af- 
firmert, sur la base probante d’un 
Persico et d’un Pagano par exem- 
ple, que la participation è l’archi- 
tecture moderne et à la culture 
qu'elle postule, conduit à se sé- 
parer progressivement du fascis- 
me; je pourrais fournir un grand 
nombre de preuves du changement 
de la situation à partir de 1936: 
en particulier s’accentue ia cons- 
cience d’une nécessaire séparation 
entre la polémique et les raisons 
fondamentales de l’architecture 
moderne; tombe en désuetude la 
croyance qu'elle soit l’expression 
véritable du régime. C'est. à cette. 
modification que la culture libre | 
a fourni une contribution positi 
s’écartant d’une revendication f 
litique devenue impossible, et. 


historique et critique, de 

et des problèmes, des 
et des méthodes de pen 
posaient comme les plus i 
bles, en raison de leur 
me tout conceptuel 
sans l’habituelle 
tunité, et en oppo 


nt. 


ng Rein 


posent des peintres comme So- 
crate, Sciltian et Ceracchini, il y 
en avaient qui reussissaient à sai 
sir les raisons intérieures d’une 
évolution artistique, et non d’une 
participation pratique toute ex- 
térieure, dans les références è 
Giotto d’un Carrà, par exemple. 
La méme distinction fut faite pour 
« Le sauvage » et Strapaese, mou- 
vement de revendication fasciste 
et d’une italianité faite de bon sens 
et de «ruralité », mais dont les 
mérites furent alors compris com- 
me défense de l’impressionisme, de 
la peinture italienne moderne de 
Morandi à Guttuso; comme je lai 
montré dans mon essai. Ce n°est 
pas qu’on n’appréhendait pas dès 
le début, de la part de quelques uns 
fdicnirefeux au moins, l'immense 
bien que le nouveau mouvement 
d’architecture rationnelle faisait à 
la culture et à la societé italienne, 
gràce à l’internationalisme qu’elle 
comportait inévitablement; mais 
ses liens au régime l’empéchèrent 
pendant longtemps, entant que 
culture libre, è entrer dans l’op- 
position, au moins jusqu’au mo- 
ment ou les architectes et les écri- 
vains se détachèrent du fascisme; 
but poursuivi par la libre culture 
et sans compromis possible durant 
vingt ans, toujours plus avidement 
à partir de 1936. 


Il y eut pourtant participation dia- | 


lectique, de mèéme que pour l’at- 
chitecture et l’art européen con- 
temporain, mème si la démonstra- 
tion ne s’en est faite que dans des 
écrits postérieurs, lesquels docu- 
mentent l’expérience actuelle de 
ces phénomènes et leur méditation 
positive. En réalité l’oeuvre artis- 
tique et doctrinale de Le Corbu- 
sier s'est propagée dans notre cul- 
ture à travers l’architecture et l’art 
publicitaire rationnaliste. Il y a 
quelques années, me souvenant de 
Giuseppe Pagano que j’avais con- 
dun 1934 et qui recut de mes 
mains la mission qui lui fit faire le 
premier pas vers la mort, comme 
héros de la résistance, j’ai raconté 
commente il m’introduisit, en oc- 
tobre 1936, dans les « amplis » 
interdits de la Farnesina pour en- 
tendre parler Le Corbusier. Mais 
quelques années auparavant, juste- 
ment autour de lui s’était établi 
un dialogue entre personnes com- 
promises, compromettantes et les 
« fascistes-rationnels » de l’époque. 
La bibliographie dont j'ai parlé 


atteste de ce que la présence de Le 


turale italienne a été un fait à peu 
près constant. Rien de suprenant 
ì cela: il en a été de méme dans le 
monde entier, avec un caractère 
particulier en Italie. Hxcepteicers 
tains cas sa production, a été res- 
sentie et méditée plus fortement ici 
que son ceuvre théorique ou doc- 
trinale. L’un des premiers exem- 
ples en est l’article plein de luci- 
dité que lui consacra Persico en 
Janvier 1935. Zevi l’a bien com- 
pris aussi en déterminant les rai- 
sons de tradition et de probléma- 
tique esthétique ou critique, voire 
de mortale sociale, pour lesquelles 
certains aspects de son esprit de 
système, de son rationalisme dé- 
ductif, de son illuminisme è la 
Rousseau, dans son attitude envers 
la nature et dans la relation nature- 
homme; comment son platonisme 
et sa théorisation des canons an- 
ciens et nouveaux de la beauté, 
de l’harmonie absolue, des modè- 
les et des propottions transcen- 
dantes et définitives et méme son 
utopisme social n’étaient pas tota- 
lement acceptés par la culture ita- 
lienne, nettement plus orientée vers 
l’historicisme ou bien pour ce qui 
est désormais tombé dans le do- 
maine public, cette intention dont 
témoigne aujourd’hui comme alors 
le caractère marginal des concep- 
tions esthétiques: nombre, sym- 
bre, symbole, force vitale, base 
économique. La critique au con- 
traire concentre, à tort ou à rai- 
son, son intérèt sur le langage for- 
mel et la personnalité. 

Il me semble que les plus récentes 
expositions peuvent aider beau- 
coup à une révision des jugements 
concernant Le Corbusier, révision 
que nous avons essayé d’amorcer 
et qui nous semble plus nécessaire 
que bien d’autres. Dans un essai 
paru en 1949 Samonà observait 
qu’en substance les points fon- 
damentaux des programmes de Le 
Corbusier sont peu nombreux: pi- 
lotis, plan libre, toit-jardin, fe- 
nétre en longueur et facade ouverte 
auxquels s’ajoutèrent en suite le 
pan de verte et l’écran a soleil. 
Ses théories mémes, malgré leurs 
développements, peuvent se ra- 
mener à certains thèmes qui per- 
sistent comme moteurs de son 
ceuvre entière. Par la suite Zevi a 
traité cette idée plus en détai 
idée qui est valabl 
l’urbanisme. Il es 
sissant de suivt 
Cable et ll 
idées-mère 


tamment au travers de longs cycles. 
Le plan «idéal », encore lié aux 
rigueurs géométriques de la to 
naissance, de la Vz/e contemporaine 
pour trois millions d’habitants de 
1922, le plan voisin pour Paris en 
1925, è travers les projets pour 
la ville radieuse, les plans de Genève 
(1932), d’Anvers et de Stockholm 
(1933), se retrouve encore dans 
le nouveau plan pos Paris de 
1937 et un autre, postérieur, en 
1945-46 avec leurs corollaires de 
Saint-Dié (1946-51) et de Boulo- 
one-sur-Seine (1938) sans parler 
du Plan directew de Rio de Ja- 
neiro. Lorsqu’on feuillète les es- n 
quisses qui subsistent des longues 
recherches faites en 1915 è la 
Calcographie de la Bibliothèque 
Nationale de Paris en vu d’un ou- 

vrage jamais réalisé sur «/a cons- 
truction des villes » on ne peut man- @ 
quer d’étre frappé par le recours 
fréquent, donc révélateur d’une. 
tendance personnelle, des études 
de plans urbains réguliers, géo- 
métriques, perspectifs et des étu- 
des des formes urbaines médie- | : 
vales: asymétriques, irrégulières, 

avec des perspectives multiples. î 
Ces études proviennent de travaux L 
sur l’édilisme médiéval d’après 9 
nature ou gravure et tout aussi bien a 
de fresques de l’époque, celles de Re. 
Giotto par exemple. Il ne faut 
pas non plus négliger l’indice que 
présente la préférence pour les 
édifices à construction ouverte, 
à portiques ou à loggias longitu- 
dinales. La structure soumise è un 
principe ordonnateur rationnel, la x 
structure obéissant è un principe : 
de médiation avec le potentiel 
compositif d’un milieu. naturel o 
déjà organisé, tels sont les objets de 
de la méditation; de méme pour 
le rapport entre bloc de construc- 
tion et communications de l’inté- 
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Au cours de la méme e 
il se manifeste une é 
méme d’impottani 
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Ce snest qu’après une très lente 
évolution que se réalise le concept 
de la cellule d’habitations: cellule 
protégée de l’extérieur et commu- 
nicant avec lui, cellule économique 
organisée marquée par son indé- 
pendance de l’édifice social, par 
son équilibre climatique, par la ver- 
dure à l’intérieur et la communauté 
de certains services. Ce sont d’a- 
bord les V7//as superposées en 1922, 
le Pavillon esprit nouveau en 1925, 
les Lozissements fermés à alvéoles en 
1925, puis le Projet wanner pour 
Genève en 1928-29, la Maison lo- 
cative à Alger en 1933, le Gratfe- 
ciel cartésien en 1938 et enfin Les 
unitées d’ bhabitation commencées en 
1945 jusqu’aux constructions de 
ghandigarh. Un autre exemple 
d’évolution continue d’un ensem- 
ble d’après sa fonction est celui 
du musée: le Mundaneum en 1929, 
le Musée d’art  contemporain pour 
Paris en 1931, le Musée è croissance 
illimitte en 1939 et les musées 
de Tokyo et d’ Ahmedabad. 

A bien regarder, la singularisation 
se manifeste dans la destination et 
la conception de l’urbanisme plu- 
tot qu’au niveau de la réalisation 
car chaque édifice et chaque pro- 
jet présentent des différentiations 
dans la mise en ceuvre qui ne peu- 
vent s’expliquer par rapport au seul 
problème fonctionnel ou pratique 
affronté et résolu. Il est vrai aussi 
qu’on ne peut pas ne pas mettre 
en relief ici comme dans d’autres 
cas que l’on pourrait citer le ré- 
seau de conséquences qui lie tou- 
tes les recherches et les mises en 
ceuvre bien qu’il faille tenir comp- 
te aussi des exceptions, toujours 
nombreuses. Si l’on ajoute cette 
continuité des thèmes édiliques et 
fonctionnels aux « points » théo- 
riques et programmatiques dé- 
finis et tant de fois répétés dans des 
livres et des conférences, on s’ex- 
plique combien il est facile d’iden- 
tifier Le Corbusier avec ses systè- 
mes et sa didactique, surtout si 
l’on songe que c'est cette dernière 
qui fut efficace, accueillie et appli 
quée et bien plus rarement le 
style dans la singularité de son 
processus. 

Pendant plus de cinquante .ans 
l’activité de Le Corbusier s’est 
constamment présentée aux con- 
temporains de facon intrinsèque 
comme un accord complexe ou un 
pentagramme dans lequel apparais- 
sent simultanément les .idées ma- 
trices, les modèles fondamentaux, 
la réalisation architectonique et 


\une exposition des données oé- 


nérales de son programme aussi 
bien idéologique que formel et 
technique. Un tel programme as- 
sume presque toujours  l’aspect 
d’une doctrine à prétention objec- 
tive qui s’explique selon des clas- 
sifications normatives valable pour 
tout autre opérateur: architecte, 
urbaniste au réformateut social. 
Les nombreuses et très originales 
contérences de vulgarisation ‘sont 
impressionnantes. Les facteurs ver- 
baux et graphiques s’y interpé- 
nétraient allant de l’énucléation 
primordiale d’un motif plastique 
et architectural è sa communica- 
tion en langage immédiatement vi- 
suel et discursif, avec une variété de 
movens de démonstration, des ac- 
cents poétiques et passionnés qui 
mériteraient à eux seuls un ex- 
posé, surtout si l’on se rappelle le 
tout autre rapport qui cxiste entre 
le dessin de Wright et son com- 
mentaire nettement plus détaché 
malgré les apparences. 

On peut affirmer sans crainte que 
aucun homme cultivé n’a pu, d’une 
facon ou d’une autre, échapper au 
cours de ces cinquante dernières 
années au pouvoir des écrits de 
Le Corbusier, à son apostolat et à 
sa prédication permanente qui, de 
par sa continuité, son engagement 
et son insistance sur cettaines 
idées et certains thèmes essentiels 
a eu une exceptionnelle puissance 
de pénétration et a pu parfois en 
venir à l’expression collective com- 
me dans les manifestes CIAM ou 
la Charte d’ Athènes. 


Il faut bien avouer que le mordant 
et l’à-propos de ces écrits ont fini 
à la longue par agir sur beaucoup 
de contemporains et de spécialistes 
de l’architecture moderne au point 
de faire prévaloir la parole et l’ac- 
tion de Le Corbusier sur ses réa- 
lisations formelles et les caractères 
de son langage architectural. N’a-t- 
il pas lui-méme travaillé è cette 
confusion par des demonstrations 
d’une logique percutante ? L’opi- 
nion dominante est celle de la par- 
faite adhésion entre l’oeuvre et les 
théories de Le Corbusier et le ju- 
gement qui veut que les écrits et 
les ceuvres convergent selon un 
principe général fait autorité avec 
tout ce que cela implique comme 
polémique. On a souvent parlé des 
limites doctrinaires de sa poésie 
et de son expression artistique. 
Un rapide panorama de la critique 
italienne — è retenir sur ce sujet 
comme la mieux préparée par sui- 


te du climat de rigueur intellec- 
tuelle de la critique italienne, en 
comparaison de la tendance è la 
pataphrase de certaines autres — 
est symptomatique à ce propos. 
Venturi en 1933 est plus conscient 
des limites, des confusions et des 
anachronismes de la pensée de 
Le Corbusier que de son ceuvre. 
Un texte de Persico en 1935. va 
dans le méme sens et conclut è la 
nécessité de séparer Le Corbu- 
sier-architecte de Le Corbusier- 
théoricien, afin de ne pas rester sur 
une polémique des idées et de ne 
voir que l’artiste de la Villa Sa- 
voye ou de la Vz/la de Mandrot. Son 
langage formel lui aussi n’était 
pas exemple de doutes en ce sens 
qu’adoptant et composant des « va- 
leurs » intellectuellement considé- 
rées comme « pures » ou « primi- 
tives » selon l’indication cubiste 
se manifestait une contradiction 
entre l’originalité reconnue sans 
précédente de son architecture et 
le caractère réellement historique, 
de près ou de loin, de bien des so- 
lutions. Telle était la thèse intelli- 
gemment soutenue par Nava en 
1938. Je reconnais ouvertement 
que j"y retrouvais mes propres hé- 
sitations de l’époque. Excepté un 
épisode qui ne vaut d’étre rete- 
nue que pour son manque de com- 
préhension (le « marxisme »  pré- 
sumé par Gropius, dans l’ignoran- 
ce de ce qu’est le. marxisme, qui 
s’ajouterait à l’utopisme capitalis- 
te réformateur de Le Corbusier), à 
la suite de l’intuition de Persico 
les essais de Samonà et le chapitre 
de Zevi, les textes ultérieurs cè- 
dent constamment le pas à la pré- 
méditation doctrinaire tout en par- 
lant de son fréquent dépassement 
des principes dans ses conquétes 
formelles. On doit reconnaître que 
malgré des indications de détail il 
manque encore une analyse ap- 
propriée de la réalisation formelle 
de son processus authentique. 


On a tenté une approche de ce 
genre de définitions. S’il est vrai, 
comme le remarquait Zevi et com- 
me Le Corbusier lui-méme P’ad- 
mettait en 1929 dans la préface è 
son « ceuvre complète », que maint 
élément du langage rationaliste 
avait été concrètement réalisé au- 
paravant (structure apparente, toit- 
jardin, murs de verre, pilotis, sur- 
faces et volumes purs, fenétres 
continues, etc... il ne faudra pas se 
borner è souligner leur prise en 
charge par Le Corbusier en tant 
que solutions représentatives de la 


conscience et de la praxis moderne 
de la vie humaine. Je dirais plu- 
tot qu'il faudra en saisir le point 
esthétiquement le plus important, 
à savoir que la relative commu- 
nauté des prémises thématiques, 
en doctrine et en construction, ne 


se traduit pas en fait par la coinci- 


architectoniques concrètes qui, 
MN chez Le Corbusier, possédent une 
identité nettement distincte. Les 
modules métriques mériteraient 
semblable développement en te- 
nant compte des nombreux exem- 
ples historiques démontrant que 
le portage des canons n’interdit, 
mei ne nivelle, l’expression des. in- 
._dividualités stylistiques. 

Fn un sens, la tendance historique 
qui cherche è expliquer le langage 
de Le Corbusier dans ses compo- 
santes et dans ses expériences, qui 
garde trace de l’élaboration d’un 
travail comme j'en avais tenté 
dans «Saggio di analisi linguistica 
 dell’architettura moderna» (publié 
| par Casabella ca 1937), la tendance 
de Nava, non seulement n’a rien 
| d’inconsidéré mais est légitime et 
nécessaire. Elle péchait en atti- 
rant principalement l’attention sur 
la culture de l’artiste, sur l’éla- 
boration  intellectuelle, laissant 
dans l’ombre le moment dialecti- 
que du dépassement de la culture 
et ses caractères spécifiques. Ré- 
pétons-le, de telles incertitudes, 
souvent génantes, venaient en 
grande partie de la superposition 
__d’un Le Corbusier théorique à un 
| Le Corbusier plastique, ce dernier 
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invention totale. C'est è la modé- 
nature qu’on reconnait le plasti- 
que: l’ingénieur s’efface, le plasti- 
que travaille. La modénature est la 
pierre de touche de l’architecte, 
elle le place devant l’alternative 
d’étre plastique ou de ne pas ètre. 
Le Panthénon a été fait par Phi 
dias, le grand sculpteur. 

« Par phénomène architectonique 
j’entends la qualité spirituelle d’or- 
ganisation (architecture signifie 
pour moi: agir selon la ae 
tion spirituelle), qualité qui, grà- 
à la force créatrice, constitue un 
système capable d’exprimer la syn- 
thèse d’exigences actuelles et non 
pas l’aspeci d’un simple caprice 
personnel. Je ne crois pas aux fot- 
mules générales de naissance spon- 
tanée, aux formules immanentes, 
je crois que toute architecture qui 
fait appel a l’esprit est encore et 
toujours l’oeuvre d’un seul... Mo- 
ment émouvant celui où cette cris- 
tallisation s’opère au fond du 
coeur. Chacun peut provoquer cet- 
te cristallisation qui est, en vérité, 
la création... A còté de la vocation 
si complexe qui est vraiment celle 
de l’architecte moderne, qui doit 
Ètre partout et est i pat mille 
taches, chaque jour je cultive le 
jardin tranquille de l’azzoar de 
Dart. Je le sais, il s’agit là d’un mot 


— odieux aux jeunes générations (voir 


les controverses passionnées au- 
tour du fonctionnalisme)... S'occu- 
pet d’art, c'est devenit son propre 
juge, son propre patron. On fait 
table rase et ce que l’on inscrira 
sera le produit infalsifiable de notre 


| personnalité; ce qui suppose la 


pleine conscience de sa responsa- 
bilité; ici on se montre et on est. 
reconnu pour ce que l’on est, ni 
plus, ni moins. Architecture si- 
gnifie formuler ic problèmes avec 
dale Tout dépend de cela. Là 
est le moment décisif. Pourquoi 
limiter le problème è la satisfac- 
tion pure et simple de Putilité ? 
Il faudrait alors définir l’utile La 
poésie, la beauté. et l’harmo 
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me point. C'est qu'il faut poser 
problème, comme nous le; 
sons, de savoir si l’on doit voir 
ae l’euvre architecturale et ut- 
baniste de Le Corbusier le princi- 
pe, le type, le système et seulement 
cela, au bien la singularité de la 
personnalité de sa forme. Et nous 
avons omis d’affirmer avec plus 
de précision. et? de ‘certihide cnc 
sens la signification de faits con- 
vergents. Précisions, par exemple 

la simplicité organisée des idées 

et des programmes, la richesse de 
l’imagination qui se déployait sur 

un tel contenu; échafaudage et tap 
port thématique simples” et técu-. 
rents; constructions  complexes 
dont il serait vain de vouloit ex- 
pliquer l’ampleur et la souplesse î 
de construction formelle pat les 
seuls facteurs intellectuels et les 
contenus « informés ». 

Il est étrange que le « grand re- 
tour» de Wright à à l’attention euro- 
péenne après sa première popula- 
rité vers IgIo et l’intensité que 
l’on sait, aurait du permettre de 
rétablit l’équilibre possible entre |. 
les postions de la conscience poé- 
tique de Le Corbusier et celles du 
grand prophète améri 
i contraire qui advint. et 
une date récente, l’opposit 
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ne; il s’agit essentiellement d’une 
récapitulation documentaite sub- 
jective. Par suite, inclusions et ex- 
clusions sont riches de sens de 
méme que l’instant où un certain 
passé, un moment négligé, est 
rappelè pour expliquer un certain 
présent. Mais le silence quant è 
peinture, la sculpture et le dessin 
a eu une conséquence: il est ad- 
venu ce que la critique de Le Cor- 
busier a toujours accepté sur la 
suggestion, la dicotomie entre 
l’euvre plastique et graphique et 
l’euvre architecturale. Dicotomie 
dont pourtant l’irréalité arbitraire, 
abstraite aurait du apparaitre. La 
séparation de la recherche picturale 
et graphique de Le Corbusier qui 
s'inscrit épisodiquement entre un 
mouvement et l’autre dans les his- 
toires de la peinture moderne com- 
me un simple passage de la pein- 
ture (le « puriszze » avec Ozen- 
fant) a rendu difficile la connexion 
peinture-architecture. Or une telle 
connexion est profonde. Elle ré- 
vèle mème un point de départ iden- 
tique, l’expression d’une méme 
décision formelle au point que 
peinture et graphique s’avèrent 
indispensables à la compréhen- 
sion de l’architecture dans sa vé- 
rité de langage artistique. 

Dans les derniers volumes de « la 
ceuvre complète » Le Corbusier a 
clairement indiqué son désaccord 
— qui n°’est sans doute pas récent 
mais se manifeste là — pour cette 
séparation artificielle qui désarti- 
cule une personnalité parfaitement 
cohérente dans ses réalisations. Il 
a inséré quelques mises au point 
qui montrent  l’interdépendance 
des conceptions et des réalizations 
plastiques, picturales et architec- 
turales. Il a insisté sur l’homogé- 
néité de son ceuvre, partiellement 
plastique depuis ses débuts jus- 
qu’aux dernières sculptures et aux 
tapisseries. Dans certains ouvrages 
traitant de son ceuvre et dans cer- 
taines expositions comme celle de 
1953 è Paris et par la suite celle 
du Palais Strozzi, Le Corbusier a 
montré encore plus explicitement 
la convergence plastique de son 
ceuvre entière. 

Un passage qu’il écrivit en 1952 
mérite d’étre relu: «Le Corbu- 
sier, dans sa période appelée ” pu 


riste”’ peint seulement des objets 


banaux, verres, bouteilles et il 
n’hésite pas è se contenter de ces 
simples supports pour tenter d’at- 
teindre le-phénomène plastique. 
Il ne se rend pas compte sur le 


moment que les tableaux de cette 
époque représentent une patt effec- 
tive de la conquéte des formes ac- 
tuelles de sa plastique architectu- 
rale. En 1925 il arrive à mi-chemin. 
Fntre les formes architecturales 
nées du ciment armé et des pro- 
duits similaires et les formes de sa 
peinture la simultanéité est deve- 
nue totale. L’esprit des formes 
anime ses tableaux de méme que 
son architecture et son utbanisme. 
Sans la recherche plastique;- sans 
le sentiment plastique, sans une 
véritable passion plastique Le Cor- 
busier n’aurait pas été la créateur 
des formes qui, petit à petit, appa- 
rurent dans sa production d’ur- 
ceux qu'il a appelés objets è réac- 
tion poétique (racines, os d’animaux, 
galets, écorces d’arbres etc...) pour 
finir par la figure humaine qui of- 
fre à l’imagination poétique et à 
l’esprit. constructif des  moyens 
infinis de décomposition et de re- 
construction en faveur d’une créa- 
tion plastique et poétique con- 
juguée... Le Corbusier porte en 
lui-méme des idées plastiques qui 
remontent à dix, quinze, vingt 
années auparavant et méme da- 
vantage: ce sont les croqués, les 
esquisses qui remplissent ses ti- 
roirs et dont il emporte un certain 
nombre au cours de ses voyages de 
facon à ce que le contact reprenne 
instantanément d’une étape è l’au- 
tre et que la continuité s’opère au 
travers des transformations de la 
existence ». 

Nous ne pensons pas que l’on doi- 
ve à la force de persuasion si ca- 
ractéristique de Le Corbusier la 
reconnaissance de la justesse de ces 
raisonnements. Du reste l’intelli- 
gence critique de Le Corbusier 
compte parmi les plus lucides si 
bien qu’il serait faux de ne pas te- 
nir compte d’un jugement prove- 
nant de cette rigoureuse auto-ana- 
lyse. Et qu'elle soit également pas- 
sionnée, corrobore la sincérité de 
l’artiste qui, parvenu à la mà- 
turité de son expression se penche 
sur lui-méme. Se recueillant ainsi, 
après un aussi long parcours l’ar- 
tiste manifeste le desir de concen- 
trer l’attention sur l’unité essen- 
tielle de sa personne et de son 
ceuvre et il en revendique l’indivi- 
dualité avec une énergie romanti- 
que qui ne manquera pas de sur- 
prendre ceux qui se représentatent 
un Le Corbusier rationnel, géo- 
métrique et trop doctrinal, cé- 
rébral, apostolique et didactique 
Il me semble assuré que la critique 


devra faite face au thème de la 
cohérence formelle marquant le 
parcours de l’artiste en tant que 
peintre, sculpteur, dessinateur, ar- 
chitecte, urbaniste et qu’une ana- 
lyse faite en ce sens éclairera 
a nouveau le processus artisti 
que unique de Le Corbusier è la 
manière d’un développement inté- 
rieur qui n'est pas nécessairement 
conditionné en ses points essen- 
tiels par la dialectique des princi- 
pes et des programmes. 


Prenons l’exemple du réseau ten- 
sif incurvé qui s’insère dans le 
Plan Obus pour Alger. Il délimite 
des zones de dénivellement naturel 
au moyen de raccords aériens ou 
en surélévation qui laissent aux 
masses architecturales solidaires ou 
indépendantes le maximum de leur 
caractère individuel et maintient en 
méme temps l’unité du rythme de 
l’ensemble en plans, perspectives et 
élévations. Les mémes réseaux, cet- 
te fois sous forme de rapports, 
équivalents malgré la différence 
des techniques, entre plan et élé- 
vation se retrouvent avec la méme 
unité de composition et la méme 
multiplicité de rythmes intérieurs 
dans les /Vatures mortes des années 
1922 à 1926, méme si leur carac- 
tère est plus précisément géo- 
métrique selon l’habitude du 
genre; imèmei asi liceale lis. 
moins évident que l’organisation 
rvthmique de l'ensemble  n’im- 
plique pas seulement la surface 
bi-dimentionnelle mais toutes les 
autres. Contours, combinaisons 
actives  parviennent à une re- 
marquable stabilité de l’image, P'ex- 
pression en est intensément con- 
tenue dans l’harmonie du tableau. 
Esquisses et dessins préparatoires 
témoignent amplement des mèmes 
qualités depuis l’énucléation des 
points essentiels  jusqu'à l’asso- 
nométrique. Et si nous nous pla- 
cons sur le toit de la maison de 
Nantes-Rezé ou sur celui de l’unité 
d’habitation de Berlin nous apet- 
cevons les mémes rapports et ces 
volumes tensifs naissant des plans 
de pose et de l'espace. Nous retrou- 
vons avec une infinie souplesse des 
valeurs analogues dans les dessins 
et les peintures qui débutent en 
1936. Il en va de méme pour les 
sculpture bien que l’accent soit 
placé sur la répartition vitale de 
structures qui croissent et se li- 
bèrent en se fixant définitivement 
dans l’ossature du milieu spatial. 
Le caractère primitif de la construc- 
tion « du dedans au dehors » qui lais- 
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se deviner les phases de croissance 
et leur nécessité interne, le fait de 
partir. d’un élément générateur 
pour une aventure maîtrisée selon 
les nécessités, l’habitude de main- 
tenir à l’évidence et pour ainsi dire 
palpitant, le déroulezzent congu com- 
me un stimulant ininterrompu de la 
composition formelle et bien d’au- 
tres modes de faire artistiques se 
tencontrent tout au long de l’aeu- 
vre de Le Corbusier et démontrent 
qu'il ne s’agit pas d’une attitude 
récente pour ainsi dire posthume 
que l’artiste a adoptée en fin de 
coutse pour obtenir un effet d’ho- 
mogénéité. Il s'agit bien au con- 
traire de facteurs vivants qui ont 
alimenté tout le cycle de ses réali- 
sations personnelles. 

Ce serait naturellement une erreur 
tout aussi regrettable d’envisager 
Pouvre de Le Corbusier en com- 
plexes fermés indépendamment de 
tout devenir historique. Un ré- 
sumerdell’expétience de Le Cor- 
busier montre combien malgré la 
permanence de son expression, en- 
thousiaste et lucide, l’artiste a su 
rayonner, dialoguer avec d’autres 
artistes  passés ou contemporains 
combien il a su enrichir. ses exi- 
gences, obéir è de nouveaux élans 
intellectuels ou vitaux, puiser en 
lui-méme avec une honnéteté in- 
tellectuelle et une vitalité hors 
pair; et finalement comment il 
nous présente aujourd’hui un iti- 
neraire semblables aux poèmes 
classiques recouvrant toute une 
vie et exprimant une expérience 
totale. 


La solidarité des diverses produc- 
tions artistiques de Le Corbusier 
à chacun de leur stades aide à sai- 
sir certaines relations et à determi- 
ner les valences de ses ceuvres tout 
en précisant les lignes de force. 
La poétique des formes pures en 
tant qu’élément dialectique du con- 
tenu explique certaines options, de 
méme que certaines exclusions, la 
préference géométrique et la réuti- 
lisation des tracés selon le nombre 
d’or de la tradition hellénique et de 
l’occident européen. Il me semble 
toutefois que l’on n°a pas assez 
marqué la distance des plans pro- 
portionnels de 1923 à 1931 avec 
le Modulor ultéricur. On n’a peut- 
étre pas établi cette diférence sub- 
stantielle parce que le système ma- 
thématique déductif du Modulo 
est du méme type géométrique que 
le précédent système. La diffé- 
rence réside dans le principe, c'est 
ce qui importe. 
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La prise en considération des har- 
monies proportionnelles comme 
règle compositive depuis la maison 
La Roche jusqu’à la villa de Gar- 
ches et la villa Savoye à Passy est 
parallèle à l’expérience de Mon- 
drian qui part elle aussi des ryth- 
mes classiques millénaires avec 
leur signification rationnelle et ex- 
pansive. Il est hors de doute qu'il 
existe une continuité de recherche 
entre cette phase et le premier puis 
le second Modulor, mais la muta- 
tion du postulat de base, la métho- 
de restant identique, se place sur 
un plan nettement différent. Il 
n'est pas étonnant que les mathé- 
maticiens ‘ou scientifiques qui ont 
manifesté leur accord ou leur ad- 
miration à Le Corbusier aient por- 
té surtout attention au second as- 
pect par ailleurs plus développé et 
plus marquant que le premier. Il 
s’agit là de personnes qui croient 
encore ferme aux lais numériques 
du macrocosme et du microcosme, 
aux valeurs métaphisiques de l’har- 
monie, de la symétrie; qui croient 
à la transcendance d’un étre défini 
et connaissable sous forme de théo- 
rème établi; on peut donc parlet 
au sujet de ces aspects d’anachro- 
nisme culturel. Le fait aussi que la 
démonstration repose sur une cer- 
taine mesure de l’homme a favo- 
risé l’identification du Modulor dans 
l’esprit de la plupart des gens à une 
recherche sur les proportions moy- 
ennes de l'homme, è une formule 
mathématique de la beauté du 
corps humain reprenant le canon 
antique. 

S’agit-il vraiment de cela ? Le point 
a été peu discuté bien que Le Cor- 
busier accorde tant d’importance 
au système qu'il l’a breveté pour 
en laisser par la suite l’usage à tous 
les architectes. Le Modulor est-il 
une mesure abstraite, démontrée 
et calculée de la beauté absolue et 
immuable ? Ou bien, comme il me 
semble est-ce au depart une mesure 
adaptée à un certain homme, 
l'homme «moyen », répondant à 
certaines fonctions essentielles rat- 
tacchées à l’instrument cortporel, 
fonctions accomplies dans le mi- 
lieu ambiant qui n’est autre qu’un 
prolongement de l’homme en tant 
que phénomène naturel? Ne nous 
trouvons nous pas devant une pro- 
jection. d’une conception de 
lPhomme concret agissant? L’é- 
noncé en termes numériques selon 
le procédé géométrique (pat op- 
position aux formulations d’une 
dialectique historique) m’aurait-il 


pas pour objet l’étude des dimen- 
sions de l’organisme physique et 
psychique de l’homme dans son 
accord au monde envisagé comme 
une adaptation humanisée ? 

S’il en est ainsi, un tel système qui 
exprime une conception de la vie, 
une vision véritablement ration- 
nelle de la vie humaine, sans faire 
abstraction de la dimension so- 
ciale ou historique, n’a rien d’ana- 
chronique. Le Modulor tout com- 
me les gr///es ultérieures ne sont 
plus des élaborations exclusive- 
ment esthétiques et formelles com- 
me les précédentes; il comportte 
un diagramme d’éléments de plus 
d’ampleur; il unifie dans les rela- 
tions en question tout un jeu d’ac- 
tivités et de virtualités infiniment 
complexe et vivant; il ne tend pas 
à des solutions immuables déri- 
vant de la certitude de l’absolu; 
malgré ses coordonnées géométri- 
quement mathématiques il laisse 
place è une dynamique des rela- 
tions. C'est pourquoi il me semble 
que l’intérét de l’expérience du 
Modulor se décante en se détachant 
de la formule la plus ancienne. No- 
tons que les règles proportionnel- 
les y étaient admises l’héritage de la 
tradition, sans modifications mal- 
gré une libre interprétation com- 
me dans le passé. Le Modwor, lui, 
concrétise une intuition»de Le 
Corbusier. Mode original de com- 
muniquer une conception de 
l'homme il ne s’en tient pas au seul 
problème de la forme. Le Mody- 
lor est peut-étre le révélateur le 
plus explicite de la màturité de Le 
Corbusier, mais son armature géo- 
métrique a empéché d’en voir le 
non conformisme et la personna- 
lité de l’expression. 

La poétique ne suffit pas à expli- 
quer l’aeuvre tout entière. Mais, 
par exemple, le caractère specta- 
culaire appartient è toute l’archi- 
tecture de Le Corbusier, archi- 
tecture beaucoup moins cérébrale 
qu’on ne le croit habituellement, 
— Précisons que nous n’entendons 
pas le spectaculaire dans un sens 
extérieut mais dans celui d’une 
personnalisation visuelle du réel 
—; le spectacle change de facon 
incontestable de la Villa Savoye 
à la Villa Shodan méme si, com- 
me la justement remarqué Zevi, 
on ne doit pas oublier cette fois 
encore la présence des constante 
expressives, les éléments par exem- 
ple du Pavillons Suisse « éléments 
désarticulés, plastique ondulée jux- 
ta-posée è la cristallisation géomé- 


237 


trique » qui donnent corps à un vi, 
sible caractéristique qui renvoie à 
des  modèles  ultérieurs jusqu”à 
Chandigarh. Mais il existe des sen- 
timents et des formes changeantes 
qui informent les auvres de Le 
Corbusier s’échelonnant entre 
Ronchamp et Chandigarh. 
Après ses vovages dans les Bal- 
kans et en Orient faisant suite aux 
voyages de jeunesse en Italie, a- 
près son expérience de l’art bv- 
zantin et islamique et tout aussi 
bien de l’architecture populaire, 
rustique, d’origine médiévale (ex- 
périence communes à tant d’autres 
architectes par souci de culture), 
le «purisme » et la période de 
méditation formelle qui l’accom- 
pagnent jusqu’en 1930 font de Le 
Corbusier un homme « européen ». 
Russie Sovietique incluse, l’Euro- 
pe est le centre de ses préoccupa- 
tions culturelles et personnelles. 
Europe congue comme industriel- 
le, machiniste, Europe des Com- 
munications, Europe scientifique, 
philosophique, esthétique coiftant 
des strates de civilisation agricole 
ou manufacturière diversement ré- 
parties. Cette Europe est héritiè- 
re d’un dix-neuvième siècle qui a 
fait ravonner son hégémonie de 
ar le monde, elle élabore conti- 
nuellement des valeurs progressis- 
tes malgré la subsistance de con- 
tradictions profondes. L’oeuvre de 
Le Corbusier se développe dans ce 
climat conscient de son unité qu'il 
reconnait dans certaines pensées 
ou activités pratiques du caractère 
international. 
Il me semble significatif d’établir 
l’importance de l’expérience d’Al- 
ger où coexistent des mondes op- 
posés dans les années 30, puis l’ex- 
périence de 1’ Amérique du Nord 
et du Sud; l’importance des réac- 
tions de l’artiste face à des condi- 
tions aussi différentes, d’une ri- 
chesse  déconcertante dans leur 
nouveauté et si peu conciliables 
avec le panorama européen dans 
leur contexte naturel, historique et 
social. Il me semble permis d’af- 
firmer que. par la suite l’oeuvre 
s’ouvre à de nouveaux horizons 
alors méme qu’elle a pour champ 
l'Europe. On voit s’affirmer des 
principes, des raccourcis, des struc- 
tures aux formes sommaires qui 
qui ont perdu la netteté et le clas- 
sicisme de la maison La Roche, de 
la Villa de Garches, de la maison 
de Stuttgart, de la Villa Savoye, 
du Rentenanstalt de Zurich, et 
dont la conclusion déploie moins 


de clarté; mais de la structure è la 
surface se manifestent les siones 
d’une psychologie et d’une cons- 
cience du monde qui tient desor- 
mais compte des forces irrationnel- 
les, latentes qu’il ne s’agit pas de 
freiner mais de libérer méme au 
prix de l’angoisse. 
On a justement remarqué, que Le 
Corbusier n’a pas été indifférent 
aux révélations, pour lui problé- 
matiques, d’autres personnalités et 
d’autres conceptions, celles de 
Wright par exemple. Mais entre 
artistes les apports ne sont jamais 
passifs et surtout pas pour un Le 
Corbusier en pleine possession de 
ses moyens avec qui le dialogue 
ne pouvait ètre que fécond. Par 
ailleurs il me semble que méme 
sous l’impulsion d’autres créateurs 
tels que Gandi, prévaut chez lui 
une attention intérieure reposant 
sur le bouleversement du milieu 
culturel et historique structuré par 
l'homme en société pour un retour 
à un milieu naturel modelable se- 
lon l’humain. 
La transposition qui s’opère dans 
la Ville radieuse avec ses réseaux 
de circulation è plusieurs niveaux 
indépendants des habitations, avec 
les services communs et la ver- 
dure, qui s’opère à Chandigarh, 
dans les cités-jardins verticales ne 
provient pas uniquement me sem- 
ble-t-il d’une adaptation au terrain 
et au climat, le terrain notamment 
n’étant pas imposé de l’extérieur. 
Jai remarqué — entre autre — 
a Ronchamp un retour refléchi au 
dolmen druidique à la grotte pré- 
historique avec lumière filtrante et 
l’irrégularité spontanée du plan, 
des espaces et des volumes. La re- 
présentation ainsi arrachée à ses 
origines et pour ainsi dire érigée 
en monument dédicatoire en rece- 
vait une puissance plastique ex- 
trème. Il faudrait rappeler le pro- 
jet d’église-grotte pour Sainte 
Beaune. Comment par ailleurs ne 
pas remarquer jusque dans la 
peinture et le dessin, qui emprun- 
tent certains traits « barbares » 2 
Picasso en se libérant d’un mimé- 
tisme contingent, une inspiration 
plus impétueuse, des compositions 
plus tendues, des couleurs pures 
plus puissantes ? 
Après ces réflexions à baton rom- 
u il me faut ajouter que la force 
vitale de Le Corbusier se révèle 
de nos jours à la fois plus riche, 
plus consciemment engagée set 
plus humaine qu'il ne semblait il y 
a quelques années. Il est probable 


que cette évolution n’est pas non 
plus exempte de réactions person- 
nelles à la guerre et à la crise de la 
culture. Je dirais méme que cette 
dernière image de Le Corbusier 
qu’il était possible de rattacher è 
cettains précédents  significatifs, 
tend actuellement è attirer plus 
d’attention et plus d’émotion. Ii 
semble qu’après une ascèse ra- 
tionnelle, après une présence au 
monde consciente des valeurs po- 
lémiques d’une civilisation intel- 
lectuelle et esthétique, l’artiste ait 
atteint le monde occulte de l’irra- 
tionnel et des forces vitales incon- 
trolables. 

Ce n’est qu’après la dernière guer- 
re que se manifestèrent ces forces 
dans l’aeuvre de Le Corbusier. Il 
semble que poursuivant sur la lan- 
cée de situations différents il ait 
explorées suffisamment ces forces 
pour leur donner une forme clai- 
re, à lui-méme, et compréhensible 
à autrui et que, de ce domptage al- 
truiste il ait tirè une aptitude è 
l’aprofondissement spirituel. 

C'est à cette incursion dans un 
monde naturel, anté-historique, ce 
est à cette catharsis de la determi- 
nation des formes que se situe no- 
tre compréhension actuelle de la 
ceuvre de Le Corbusier. Un pano- 
rama complet de l’activité de l’ar- 
tiste peut naturellement entrainer 
à un jugement beaucoup plus sub- 
til et circonstancié. La synthèse à 
laquelle est parvenu consciem- 
ment cet artiste est incontestable- 
ment l’une des; ‘expétiencesttiMes 
plus fécondes de la culture ac- 
tuelle. 
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En Angleterre, comme générale- 
ment dans le Monde Occidental, 
la période de l’immédiate après- 
guerre, avec ses paralysantes re- 
strictions sur le bàtiment, fut sui- 
vie à partir du milieu des années 50 
par un «boom » de la construc- 
tion, reflétant une société relative- 
ment prospère. Les mérites de l’ar- 
chitecture anglaise de l’après-guer- 
re, dans les domaines où elle a 
été généralement confinée — im- 
meubles d’habitation bon marché à 
grande échelle et construction sco- 
laires — sont depuis longtemps 
bien connus à l’étranger. Dans ces 
domaines l’activité a continuée 
jusqu’àè une date très récente, sui- 
vant les dirtectives données quinze 
ans plus tòt. Mais ces choses-là 
désormais ne sont plus nouvelles. 
Dans le domaine plus spécialisé 
de la création de « cités nouvel- 
les », le cycle initial semble près 
d’étre clos. On ne peut plus guère 
espérer que les lecons ont profité 
et que le prochain cycle de cons- 
truction de « cités nouvelles » évi- 
tera les etrreurs maintenant généra- 
lement reconnues, qui ont été com- 
mises à Harlow, Stevenage, Craw- 
ley et ailleurs; toutes réalisations 
si stupidement situées près de 
Londres dans le Sud-Est, où s'est 
produit un afflux excessif de po- 
pulation au détriment du reste de 
la Grande Bretagne. A_Cumber- 
land, près de Glascow en Ecosse, 
surtout dans le remarquable cen- 
tre commercial de trois étages en 
cours de construction, on peut voir 
déjà qu’on a evité au moins cer- 
tains aspects de dispersion exces- 
sive et d’étalement; et presque to- 
talement les méthodes de construc- 
tion traditionnelles. Il n’est pas 
douteux que l’on a mis de plus en 
plus l’accent sur le secteur privé au 
détriment du secteur public; et ce 
mouvement a eu ses répercutions 
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sur les architectes qui sont passés 
des agences administratives gou- 
vernementales aux clientèles pri- 
vées. Les réalisations d’agences 
telles que le London County Ar- 
chitects Department, maintenan 
menacé de voir ses responsabilités 
modifiées et probablement tron- 
quées par la réorganisation prévue 
de la structure gouvernementale 
du Grand Londres, sont déjà une 
vieille histoire. Mais il s’est pro- 
duit quelque chose de compatable 
dans d’autres villes, telles que Shef- 
field en Angleterre et Glascow en 
Ecosse — comparable pour la qua- 
lité du moins, sinon encore pour la 
quantité —.où de nouvelles agen- 
ces ont montré leurs capacités dans 
des réalisations telles que la réfec- 
tion des intérieurs de buteaux de 
poste et l’aménagement de gares 
de chemin de fer. A Coventry par 
exemple, la nouvelle gare concue 
par le British Ailways Architects 
Department, mérite de retenir l’at- 
tention tout autant que la Cathé- 
drale et la reconstruction du Cen- 
tre Commercial que poursuit Ar- 
thur Ling, l’architecte de la Ville. 


Cependant dans le tableau général 
de l’architecture anglaise actuelle, 
la construction d’immeubles admi- 
nistratifs, spécialement des pre- 
miers gratte-ciel anglais véritables, 
a ‘Londres* eta Marichester ret 
d’édifices scolaites et universitai- 
res, prend une grande place, plus 
grande peut-étre que l’opinion cri- 
tique locale, souvent de tendance 
trop sociologique, veut bien le re- 
connaitre ou qu’elle est loin d’ap- 
prouver. La première fournée de 
collèges et d’universités dont la 
constructions s’impose dans les 
premières années qui viennent, 
croissant d’ailleurs en grandeur et 
en nombre. Quant à la critique, 
peut-étre est-ce parce que je lis 
plus de journeaux, d’hebdomadai- 
res et d’études en Anglais que 
dans d’autres langues, mais il me 
semble qu’en Angleterre elle s’oc- 
cupe davantage de problèmes so- 
ciaux et politiques qu’ailleurs. En 
tout cas, un critique étranger peut 
normalement attirer l’attention sur 
ce que l’on construit actuellement, 
sans s’attacher trop à des problè- 
mes qui finalement seront réglés 
pat des décisions  économiques 
ou gouvernementales. A tort ou 
à raison, les entrepreneurs anglais 
ont rivalisé avec les agences gou- 
vernementales, en tant que clients 
pour l’industrie du bàtiment, et 
leur acitivité ne s’est pas limitée 


au Grand Londres. En outre elle 
n’a pas été soumise au contròle 
d’agents publics autant  qu’elles 
l’auraient été dans beaucoup de 
pays continentaux. 

Que les «booms » de construc- 
tion soient susceptibles de produi- 
re de la bonne architecture ou non, 
il est certain en tout cas que les con- 
ditions de production étroitement 
limitées n’y sont pas favorables. Ils 
changent de toute facon la scène 
architecturale là et quand ils se 
produisent et à un très grand ryth- 
me, si bien qu’aujourd’hui en An- 


‘ oleterre, comme dans beaucoup 


d’autres parties du monde, dix ans 
de construction intensive ont mo- 
difié le visage des villes, et méme 
jusqu’à un certain point de la cam- 
pagne, plus que les constructions 
des trois précédentes décennies de- 
puis le dernier « boom » des an- 
nées 20. 


Pour ne considérer d’abord qu’un 
aspect tout négatif, des problèmes 
de préservation sont devenus très 
aigus. De plus anciennes construc- 
tions, économiquement périmées, 
ont été brutalement démolies, mè- 
me quand c’étaient des monuments 
de grande valeur esthétique, pour 
faire place è de nouvelles cons- 
tructions de valeur douteuse; cela 
s’est fait à l’occasion de vastes 
développements urbains dont on 
peut dire d’avance qu’ils ne seront 
pas très heureux dans leurs résul- 
tats sociaux. La place manque pour 
une nécrologie complète et de 
toute facon mon information se- 
rait en défaut. Mais puisqu’il s’agit 
de considérer l’architecture anglai- 
se en 1963, il est sans doute juste 
de commencer par déplorer la per- 
te de deux importants ouvrages 
du 19° siècle, démolis à Londres 
en 1962, en dépit de très visoureu- 
ses campagnes appuyées par l’opi- 
nion internationale et en dépit de 
fortes recommandations émanant 
des corps publics chargés d’exa- 
minet les questions d’intérét hi- 
storique ou esthétique. 

L’Arche d’Euston (fig. 1), le pro- 
pylée dorique devant la gare de 
Fuston, était bien l’unique monu- 
ment des années 1830, époque à 
laquelle la renaissance grecque a 
dominé la plus grande partie. de 
l'Europe Occidentale. Le superbe 
traitement de la pierre et le riche 
travail du fer; et par dessus tout les 
grandioses proportions de cette 
oeuvre concue pour la première 
des grandes gares du monde, long- 
temps considérée comme la porte 
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symbolique de lAge du Rail 
paraissait à la plupart des person- 
nes officiellement consultées, ju- 
stifier amplement sa préservation; 
ou du moins, sa reconstruction su 
un autre emplacement. Dans une 
proposition antérieure, Sir Leslie 
Martin, alors architecte de la 
Compagnie L.M.S. avant la na- 
tionalisation des Chemins de Fer, 
demandait de reconstruire la gare 
d’Euston en conservant l’Arche de- 
vant le grand immeuble admini- 
stratif que devait s’élever sur la 
gare reconstruite. Après la natio- 
nalisation, toutes fois, les Chemins 
de Fer anglais, forcés de faire de 
l’argent pour cette section parti- 
culière de l’Etat (ou du moins de 
faire cesser les gros déficits de pro- 
duction) ne se trouvèrent pas dis- 
posés à des restrictions telles que la 
préservation de l’Arche, dans leurs 
plans de développement de la gare. 


Fist-ce que, maintenant que l’Ar- 
che est par terre, leurs plans ambi- 
tieux seront réalisés en dépit de la 
désapprobation du Departement 
du Plan du London County Coun- 
cil ? Ils ont évidemment, en tant 
qu’organisme d’Etat la possibilité 
de passer outre; mais c’est tout de 
méme douteux. L’Arche en tout 
cas est tombée; on le doit à la mau- 
vaise volonté du ministre ou du 
Premier (à qui l’on avait fait aussi 
appel). Celui qui recut la com- 
mande de démolition, suggéra de 
numéroter les pierres pour que 
l’Arche puisse étre reconstruite 
ailleurs; mais les autorités ferro- 
viaires n’ont pas retenu la sugges- 
tion. On est touché d’apprendre 
que le démolisseur a fait une re- 
production en argent de l’Arche 
pour en faire don à la Société 
Victorienne qui avait pris la tète 
de la campagne de préservation. 
L’autre cas est peut-étre plus cho- 
quant encore; et le vandale a été 
une fois de plus l’Etat: la Corpora- 
tion de la City de Londres, qui 
après avoir laissé vide le Coal 
Exchange dans la Lower Thames 
Street, pendant cinq ans, ne voulut 
pas en empécher la démolition pen- 
dant quelques mois, jusqu’au mo- 
ment où il y avait toute chance 
pour que la cour intérieure de fer 
et de verre puisse étre démontée, 
envoyée en Australie et réédifiée 
pour faire partie de la nouvelle 


National Gallery è Melbourne. La 


signification du Coal Exchange 
dans l’histoire de architecture 
était beaucoup plus grande que 
celle de 'Arche. Sa cour (fig. 2) 
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contemporaine de la fameuse bi- 
bliothèque Sainte Geneviève de 
Lebrouste à Paris, était un exem- 
ple beaucoup plus remarquable 
des nouvelles possibilités de l’ar- 
chitecture. métallique, puisqu’elle 
était entièérement en fer coulé et 
en verre. Non seulement elle était 
d’une grande importance techni- 
que, mais sa cour avait une véri- 
table valeur esthétique (fig. 3) un 
cvlindre en forme de dòme sup- 
portant la comparaison avec des 
monuments plus anciens, ou plus 
sécents, fameux, tels que le Pan- 
théon roman ou le Musée Guggen- 
heim de Frank Lloyd Wright. En 
outre le détail des membrures mé- 
talliques si bien adaptés au procé- 
dé du coulage, avait un intérèt 
propre, à une période où le travail 
du fer consistait à le mouler dans 
des formes de style. Seul le trevail 
du fer de M.D. Wyatt pour le préau 
de la gare Paddington — qui n’est 
pas encore menacé de destruction, 
fort heureusement, et a été mèéme 
finalement repeint dans les couleurs 
grise et rouge originales de ses 
débuts en 1850 — peut soutenir la 
comparaison avec le travail de dé- 
tail de l’architecte de la Corpora- 
tion, ].B. Bunning; encore n’est- 
il pas aussi plaisant et aussi bien 
adapté au fer coulé. 

C'est en contre-partie de ces pet- 
tes de monuments caractéristiques 
du 19° siècle, qu'il faut apprécier 
les réalisations des architectes pri- 
vés au cours de ces quelques der- 
nières années. Etant donné les 
grands progrès sociaux téalisés 
depuis la guerre, cette décennie de 
prospérité et les sept ou huit années 
du «boom » actuel, qu’ont elles 
produit qui mérite l’attention de 
l’étranget, comme l’ont fait long- 
temps ces monuments du 19° siè- 
cle? Je simplifierai ma réponse 
en considérant seulement l’oeuvre 
d’un homme qui a été reconnu tar- 
divement comme le leader des ar- 
chitectes anglais par l’attribution 
de l’Ordre du Mérite, récompense 
n’ayant été accordée jusqu’ici, de- 
puis sa création au début du 20° 
siècle, qu’à deux autres architectes, 
Sir Edwin Lutyens en 1942 et Sit 
Giles Scott en 1944. 


Les architectes anglais, tout com- 
me les hommes d'’affaires, les jou- 
eurs de cricket, les danseurs et les 
acteurs, recoivent presque auto- 
matiquement leur chapeau de che- 
valiers à un certain moment de leur 
carrière, généralement quand ils 
sont élus Présidents de l’Institut 


Royal des Architectes Anglais, 
s'ils ne l’ont pas déjà eu pour d’au- 
tres réalisations publiques. Mais 
la distinction de l’Ordre du Mé- 
rite est un ordre plus fermé; pout 
l’apptécier à sa juste valeur il suf- 
fit de mentionner les deux écri- 
vains de très grande réputation 
— tous les deux nés Américains 
aussi étrange que cela soit — qui 
l’ont regue: Henty James et TSI 
Eliot. Le premier architecte è la 
recevoir fut Sir Edwin Lutyens, 
alors président del’ Académie Roya- 
le, teconnu pendant presque toute 
la première moitié de ce siècle 
comme le premier des architectes 
anglais et de nouveau reconnu 
comme tel aujourd’hui, après une 
période d’éclipse. Sir Basil Spence, 
le dernier architecte qui ait regu 
cette récompense, peut sans erreur 
ètre considété comme occupant 
aujourd’hui la position que Lu- 
tyens avait déjà il y a trente ou 
quarante ans. Dans l’intervalle Sir 
Giles Scott recut PO.M. et ce fut 
probablement sa mort en 1961 qui 
fit qu’on attribua la récompense 
A un autte architecte, lan derasesi 
Sir Giles ne saurait ètre mis aisé- 
ment sur le méme plan que Lu- 
tyens ou Spencer. Après un bril- 
lant départ, au moment où il 
gagna le concoutrs pour la Cathé- 
drale de Liverpool, à l’àge de 
vingt-trois ans (le monument n'est 
encore qu’à moitié achevé aujour- 
d’hui), ses réalisations n’atteigni- 
rent plus jamais le niveau de cette 
resurrection gothique très tardive 
mais superbement monumentale. 
Aussi remarquables que soient ses 
centrales électriques et ses biblio- 
théques universitaires de Cam- 
bridge et d’Oxford, tout ce qu’on 
peut dire de mieux è leur sujet, 
c'est qu’elles se trouvent pour la 
plupart des gens, en dehors de leur 
rayon visuel, comme il artive sou- 
vent immédiatement après la mort 
d’un architecte; par contre les ocu- 
vres de Lutyens sont d’ores et 
déjà appréciées dans une perspec- 
tive historique, si éloignées qu’elles 
puissent se trouver de notre actuel 
contexte — et elles le sont presque 
toujours. 


Sir Basil comme Scott, sortit de 
l’obscurité écossaise et s’acquit une 
gloire nationale en gagnant en 1951 
le concours pour une nouvelle 
cathédrale. Mais il eut plus de chan- 
ce que Scott, car il put l’achever en 
un peu plus de dix ans; il eut plus 
de chance aussi que Lutyens, dont 
la cathédrale gothique à Liver- 


pool, ne s’est jamais élevée plus 
haut que la crypte, au dessus de la- 
quelle on bàtit maintenant une 
construction entièrement diftérent, 
concue par Frederick Gibberd. 
Depuis lors Spence a regu aussi 
des commandes pour des centrales 
électriques et des bàtiments uni- 
versitaires, pour ne pas parler d’un 
gratte-ciel, d’un dévelopement ur- 
bain et d’une ambassade. Certes 
l’achèvement de la Cathédrale de 
Coventry en 1962 a été pour beau- 
coup dans l’attribution de PO.M. 
à Spence; mais c’est l'ensemble de 
son activité et sa haute valeur qui 
justifient plutòt sa position pré- 
sente de premier architecte anglais. 
Pour n’importe quel Américain, 
habitué toute sa vie durant, è la 
primauté plus ou moins incontes- 
tée de Frank Lloyd Wright, il doit 
paraitre tout à fait normal qu’un 
pays ait un leader reconnu, com- 
me la France avait Perret et a main- 
tenant Le Corbusier; ou comme la 
Finlande a Aalto et le Brésil, 
Niemeyer. Mais l’architecture an- 
glaise a manqué d’une figure cen- 
trale depuis les années 20 et sem- 
blait en danger de devenir, sut- 
tout dans ses pires expressions, 
uniquement une branche du minis- 
tère de la Prévoyance Sociale, avec 
des résultats plus distingués, mais 
tout aussi monotones que ceux de 
la Russie post-stalinienne. On put 
croite, vers le milieu des années 
20, et pour quelque temps, que 
Berthold Lubetkin avec sa société 
Tecton et ses adhérents, était un 
candidat possible au ròle de lea- 
der permanent; sinon un candidat 
assuré pour PO.M. Mais tous ceux 
qui ont valu une place è 1’ Angle- 
terre sur la carte de l’architectur 
mondiale dans les années 20, ont 
disparu de la scène architecturale, 
bien qu’ils soient toujours en vie 
— à lexception de Frederik Gi- 
boerd et Maxwel Fry. Les condi- 
tions d’après-guerre ont favorisé 
la construction d’importants im- 
meubles anonymes, plutòt que les 
réalisations individuelles; et ce 
n'est pas la part de Frederik Gib- 
berd dans de vastes projets com- 
me ceux de Harlow New Town et 
de l’Aeroport de Londres qui lui 
ont valu sa réputation personnelle. 


Il ya è la vérité quelque chose 
d’ironique dans le fait qu’un ar- 
chitecte aussi peu porté aux réa- 
lisations monumentales, ait gagné 
le concours pour l’achèvement de 
la cathédrale Catholique de Liver- 
pool; et ce ne sont pas uniquement 


les gens soucieux d’histoire qui 
regrettent que les autorités eccle- 
siastiques n’aient pas décidé de 
mener à son terme, en prenant le 
temps nécessaire, le grandiose pro- 
jet de Lutyens. Quoi qu'il en soit, 
les travaux d’exécution du plan 
de Gibberd ont à peine commencé; 
la formidable crypte de Lutyens 
sert de cathédrale provisoire et elle 
est là pour rappeler la mégaloma- 
nique grandeur, les révolutionnai 
res projets, propres à la fin du 18° 
siècle que ce monument entendait 
rappeler et que Lutyens espéra 
jusg”à sa mort réaliser, sachant bien 
toutefois que son projet demande- 
rait plusieurs  générations pour 
étre mené à bonne fin, comme ce 
fut le cas de la plupart des grandes 
cathédrales du passé. 


Il est normal que l’attention du pu- 
blic national et international se soit 
concentrée sur Coventry, déjà fa- 
vorablement connu pour le déve- 
loppement de son centre commer- 
cial d’après-guetre, — projet qui 
se poursuit toujours avec des amé- 
liorations considérables apportées 
au parties achevées sous la direc- 
tion de Ling, l’architecte de la Cité 
de Coventry, comme il a déjà été 
dit. Bien que Niemeyer soit en 
train de bàtir une cathédrale è Bra- 
silita, une cathédrale entièrement 
nouvelle est un produit inattendu 
au début de cette seconde moitié 
du siècle, mèéme dans un pays qui 
a vu trois autres cathédrales com- 
mencées et une partiellement cons- 
truite depuis 1900. Mais Spence qui 
dut tant à son premier succès lors 
du concours de 1951, n’a pas été 
universellement approuvé pour 
cette oeuvre. Certes on doit pen- 
ser qu’aujourd’hui il ne serait pas 
jugé uniquement sur ce seul ou- 
vrage, car désormais sa totale pro- 
duction est devenue exrèmement 
variée; mais sa situation rappelle 
tout de méme celle e H.H. Ri- 
chardson en Amérique, à la fin du 
19° siècle, dont les contemporains 
ont réduit l'ensemble de l’oeuvre 
à la Trinity Church, bàtie dans les 
années 1870 à Boston, Massachus- 
sets, alors qu'il n°a guère fait que 
une autre église et fort modeste au 
cours de sa carrière. La postérité 
par contre voit surtout en lui le 
téalisateur d’ouvrages tout è fait 
différents tels que maisons d’habi- 
tation, établissements publics, ga- 
res et vastes immeubles commer- 
ciaux. 

Mais les églises, méme aujourd’hui, 
suscitent un volume dispropor- 


tionné de critique spécialisée et la 
pénurie de nouvelles églises inté- 
ressantes en Grande-Bretagne — 
Kidder Smith a dit qu'il y a plus 
d’églises assez remarquables dans 
la seul archevéché de Cologne que 
dans toutes les Iles Britanniques — 
a conduit à la fois à un trop unifor- 
me enthousiasme pour la cathé- 
drale de Conventry, uniquement 
parce que c’était une nouvelle égli- 
se, et à trop d’attaques sur le plan 
esthétique, liturgique et méme so- 
cial — attaques plus remarquables 
par leur acuité que par leur esprit 
de charité à l’égard d’un architecte 
dont les intentions religieuses 
étaient sincères, méme si sa concep- 
tion manque parfois d’un savoir 
historique et liturgique adéquat. 


Un professeur de religion a parlé 
sur’ les ondes dela’ B.b.G2ca 
automne dernier, de la cathédrale 
en question, sous le titre: « Un re- 
gard froid sur la Cathédrale de 
Coventry ». Il opposait très défa- 
vorablement le plan et l’organisa- 
tion de l’oeuvre à ceux de la St. 
John Abbey Church de Marcel 
Breyer dans le Minnesota, achevée 
au méme moment, mais conque 
quelques années plus tard. Mais 
cette critique devrait s’addresser 
aux clients plutòt qu’aux archi- 
tectes. Il est tout à fait évident que 
les théologiens bénédictins de l’é- 
glise de St. John ont été beaucoup 
plus clairs et plus précis dans leurs 
instructions. comme clients, que 
les ecclésiastiques de Coventry, 
dont le programme de concours, 
tout en voulant étre très large, 
encourageait le maintien de cer- 
taines attitudes locales propres au 
19° siècle. Tout dernièrement dans 
une lettre è 1°« Observer » pour 
expliquer pourquoi ni lui ni son 
collaborateur Keith Murray n’a- 
vaient apporté leur contribution à 
une « Exposition de la nouvelle égli- 
se », organisée par le Conseil Cen- 
tral des Eglises, Robert Maguire, 
auteur du plan du Bow Common 
de Saint-Paul — lors de la recons- 
truction du quartier de East-End 
de Londres — la plus originale 
liturgiquement, du moins pour 
l’Angleterre, de toutes les églises 
de l’après-guerre et la plus belle 
peut-ètre sur les autres plans, se 
crut obligé un peu gratuitement, 
de faire un commentaire sur Co- 
ventry: « ... Il y a beaucoup de per- 
sonnes qui prennetn le fait de « re- 
penset »  [liturgiquement], pour 
une occasion de sa libérer archi- 
tecturalement. Je dirais aussi que 


de Coventry, qui. 
à faire avec le Mouvement 
Ù Litu :gique, a eu une trop grande 
«influence par ce qu'elle comporte 


__—«@’«effet excitant ». L’apparente li- 
— ——berté de forme accordée par le 
di __ Mouvement Liturgique, ajoutée 


«au caractère excitant » de .Co- 
ventry, en est venue à produire ces 
ensembles « vovants » et plus en- 

|“ core « compliqués », que certains 
déplorent ». 


Il n°est pas facile de répondre à 

la critique liturgique faite è la 

Cathédrale de Coventry, dans ses 
| propres limites; mais ce sont les 

clients qu ’il faut incriminer, non 

les architectes. Quant à ce que l’on 

a  prétendu, à savoir que les fonds 
E réunis de diverses sources, v com- 
pris des contributions silemandes 
i considerables et mème suédoises, 
| —‘—‘auraient été mieux emplovés s ‘ils 
étaient allés À une oeuvre publique 
plus séculière, plutòt qu’à la cons- 
| truction d’un “édifice destiné à une 
| église d’Etat dont les fidèles ne 
| constituent qu’une partie peu im- 
- portante de la population de la 
ville, c'est une objection qui ne 
tient pas: un architecte a parfaite- 
ment le droit moral et social de 
= des églises si on les lui 
ande. Niemeyer qui est com- 
, n’a pas hésité è faire des 
méme une cathédrale; et 
probable que Mies, Le 
3 Di a n Da Broek 


it construit des 
c peut faire 


tion de l’O.M., jusqu’aux foules 
qui forment à “a facon anglaise 
bien ordonnée, des queues jusqu’à 
mi-chemin du jardin principal de la 
ville, de facon è avancer sur une 
lione régulière (comme les New- 
VYorkais visitant Mona Lisa) à tra- 
vers la Chapelle de la Vierge der- 
rière l’autel jusqu' au bout d’une 
des ailes, et jusqu”à au bas de l’au- 
tre alle, i chaque còté de la mer 
des chajses encordées qui bloquent 
la nef mèéme pendant les_offices 
pour Jesquels elles sont nécessai- 
res; c'est ce succès énorme, dis-je, 


qui gène aussi bien les critiques Le 


turgiques que les critiques profes- 


sionnels. Pour les esprits religieux, 


dans ce pays dont le fond est puri- 
tain, le còté « excitant » de Coven- 
try ne peut que pataître frivole; et 
la richesse des oeuvres d’art, toutes 
mises en place dès l’abord au lieu 
d’ètre rassemblées lentement au 
cours des siècles, ne peut que pa- 
raitre « voyante S; désordonnée », 
méme si ces mèmes personnes au- 
raient aimer contempler les ocu- 
vres d’artistes comme Epstein, 
Piper et Sutherland, dans un con- 
texte plus séculier. Les critiques 
d’architectute  professionnels 

sont pas non plus sans préjugés. 
Il leur est toutefois possible d’étre 
plus précis sur des aspect visuels 
et donc plus apparents, que ne 
l’ont été les critiques liturgiques. 


Le principal reproche du critique 
d’architecture c'est, je pense, non 


que la Cathédral de Coventry est 


trop «excitante », qu’elle  com- 

porte des « cu. » trop « VOY- 

ants », mais bien plutòt qui a 

n'est pas aAssez  « excitz 

point de vue strictement uo c- 

Certes la I é des a Sì 
CO 3) 


l’appelle choeur ou Chapelle de la 
Vierge, et surtout par les délicats 
piliers, miracles sans aucun doute 
de construction et béton faits è 
pied d’eure, qui semblent emporter 
une grille à losanges avec des ner- 
vures également ténues, qui n'est 
tien d’autre que la grille acoustique 
ajourée faite de filets de bois (fig. 
8) tout en haut; grille qui d’ail- 
leurs ne parvient pas à assurer de 
bonnes conditions acoustiques è 
l’église. Il me semble que ce que 
l'antendi d’un espace intérieur lar- 


| ge et haut, que ce soit le Panthéon 


Roman, le Coal Exchange Victo- 
rien ow.le Stade de Nervi, Nciest 
une certtaine grandeur de forme 
spatiale. Cette forme peut-étre, 
et c'est souvent le cas dans les ca- 
thédrales, tout è fait complexe; 
mais dans les plus grands exe 
ples que nous fodtn csi le ] 
en-Age, la Renaissance ou o Ba 3 
roque, cet espace a un as 
hérent (à condition toutefois, 
entendu, que ce ne soit pas l 
sultat d'un assemblage qui s v: 
fait au courts des siècles 
de i de cath 


sé de la St. John Abbey de Breuer, 
influencée par Nervi, ou la dalle 

late nervurée en diagonales de 
Sankt Anna de Schwarz a Dure 
tous deux datant de 1950 et donc 
strictement contemporains de Co- 
ventty. 


A cette critique fondamentale s’en 
rattache une autre, peut-étre plus 
puriste, qui porte sur la facon dont 
les matériaux sont utilisés. Les pans 
inclinés des murs de còté (fig. 7) 
plus heureux à l’extérieur qu’ à 
l’intérieur, bien qu’ils aient été 
réalisés apparemment pour ditiger 
la lumière vers l’autel, sont natu- 
rellement de béton. Et l’on a eu 
raison de les habiller de ce beau 
I gré moucheté de rose qui provient 
io de la vicille cathédrale complète- 
. menten ruines reliée à la nouvelle 
IfW/par ‘un grand porche ouvert (fig. 
10). Mais ce gré est posé comme si 
i c’était une magonnerie de moel- 
fi Uons massifs, sans rien de ce qui 
W faitla valeut propre de la contex- 
ture des murs d’appui de moél- 
|. lons bruts (de gré rose également) 
.plaqués si hardiment et franche- 
I ment contre le béton brut des élé- 
ments percés de fenétres à Dù- 
ren et à Saarbricken par Schwartz, 
d’une fagon qu’aurait certainement 

| approuvée Richardson; sans rien 
non plus de la subtilité avec la- 
quelle Breuer a encadré de béton 
|. le granit habillant les céòtés de 
|  Péglise de Minnesota. On accepte 
plus facilment parce qu'elle se pré- 
sente, sans forme de plaques, aux- 
— quelles l'oeil est habitué, l’utilisa- 
i de l’ardoise bleue-verte. qui 
fait un accord de couleur heureux 
Muiivecile.pré rose'sur les légérs élé- 


—  ments manifestement en béton des 
deux chapelles semblables à des 
Ae 12,13 
serait possible de poursuivre la 
scussion sur la cathédrale de 
ce et d’aller plus loin dans le 
il; on pourrait commenter le 
oix curieux de la tapisserie pour 
couvrir tout le mur du fond où la 
mosaique pouvait paraitre offrir 
| matière plus durable et plus 
tonique; on pourrait dis- 
ter la supériorité des étroits ru- 
s de béton vitré de Margaret 
aherne dans la Chapel” of 
(fig. 14), cadeau du Chan- 
Adenaeur, et du verte de 
te suedois Einar GERE 
Fo SR de 


rg 


s sneolores - 


blement éclairé pari Me S MORO 


discuter les vitres des fenétres qui 
occupent les baies inclinées de 
l’autel, dessinées par des étudiants 
du Roval Collège of Arts, si tris- 
te de ton et d’un svmbolisme in- 
compréhensible; et mèéme la fenétre 
du baptistère de Piper s’il est per- 
mis de comparer des fenétres ayant 
des dimensions et une fonction 
architectonique si differentes). 


Mais après tant de critiques né- 
gatives, il convient de rétablir 
Pé quilibre par quelques mots plus 
positifs. Il convient de se détout- 
ner des simples trouvailles mineu- 
res, telles que le verre de Miss Tra- 
herne ou les splendides inscrip- 
tions de Ralph Beyer sur les par- 
ties pleines des murs de la nef 
(fig. 15), pour considérer enfin 
l’église comme un tout. Ce que 
Spence a produit là, en collabora- 
tion avec son équipe d’artistes, qui 
comprenait trois des artistes les 
plus remarquables du temps en 
Angleterre, est un grand Gesazz+ 
kunstwerk dont le 20° siècle peut 
étre fier. Ce n’est pas un modeste 
essai d’avant-garde, créé dans des 
conditions économiques difficiles et 
admirable essentiellement comme 
une promesse pour l’avenir. S°'il 
ne gagne pas à étre comparé en 
tant qu’église, et pour la valeur 
des volumes, églises de Le Cor- 
busier, Sio et d’autres que 
nous avons mentionnés plus haut, 
c'est. néammoins un monument 
public, et en vérité, national, qui a 
eu un succès que les plus grands 
ouvrages de ce siècle ont rarement 
atteint, du moins après leur achè- 
vement, auprès d’un très vaste pu- 
blic. En contraste avec la pauvre- 
té visuelle, les qualités ascétiques 
de la plus grande partie de l’ar- 
chitecture SE la dernière décennie 
que l’on a caractérisée du mot de 
« haire » (curieuse expression à la 
vérité pour une époque de grande 
abondance méèéme en Angleterre, 
c'est une construction du da siècle, 


d’une somptuosité voulue, belle 


dans ses matériaux, fastuense dans 


sa decoration et peut-ètre tout è 


fait et très heureusement Sy 


Allemands, contribuent souvent. 
par leur travail volontaire et de 
leurs propres mains, à la réalisation. 
complète d’un édifice détruit Liga 
des bombes allemandes ainsi. 
une grande partie de la ville a 
Coventry. : 
Et certes la couverture compliquée 
du porche n’est sans doute pas 
heureuse, mais le rapport entre le : 
vieux et le neuf, entre la ruine et la 
nouvelle création, est pour l’es- 
sentiel une grande réussite. Il 
n'y a pas imitation bien que) les 088 
puristes, partisans du béton brut, 
puissent  considérer comme tel 
il emploi de l’harmonieux gré rose; 
mais transition véritable, quand on 
asse à travers les ruines de la 
vieille cathédrale pour se rendre 
à la nouvelle et qu’on se trouve 
sous le porche face au grand mur 
de verre à l’Quest, gravé par John. 
Hutton, au delà duquel tout. #9 
l’extrémité — et l’on peut admet- 0 
tre que l’effet est « excitant », aus- 
si théatral à la vérité que lo ef 
fets tout à fait différents pourtant 
de A.Q. Asam à Weltenburg et 


Rorsch — on Wa le ai tes 
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L mur di ‘adi — 
que seule la laine pouvait rend 
mais non la fresque ni méme ; pene 
étresia AA (Ag. PSN 


Ds ra i 
chel transpergant un 
rieusement joyeux, créé 
tein pour le mur e» 
té du porche (fig. - 
grille de fer en forme 
derit irta da 
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à une nouvelle diedrale qui a' 
exprimé avec tant de succès les 


historique : ? 


5 Dans la dernière décennie où cet- 
- te cathédrale fut concue et ache- 
vée en Angleterre, une autre peut- 


achevée: celle que concut Edward 
Maufe en un gothique « indigent » 
à Guilford; mais il lui manque 
vraiment "2 oeuvres d’art inté- 
ressantes ou de qualité; une troi- 


pool par Gibberd, fut commencée. 
C'est un record surprenant et qui 
n’est pas toujours suffisamment re- 
connu. Dans la méme période en 
Angleterre et pour la première fois, 
le profil des villes contre le ciel 
— fut brisé, non plus par les tours de 
vi quelques rares églises comme dans 
le passé, mais par des gratte-ciels, 
rivaux de ceux du Nouveau Mon: 

_ de. Combien ont été construits ou 
sont en voie d’étre construits, ce 
n’est pas facile à dire. Plus d’une 

> duci sùrement à Londres, plu- 
sieurs à Manchester et probable- 
ment d’autres encore, dont on ne 
“connait pas encore i liste dans 
3 — de grande villes comme Liverpool 
ou Glascow. Le milieu des gratte- 

ciel est aussi éloigné qu'il est pos- 
ble du rovaume du projet d’égli- 
se qui conserve encore en Angle- 


gr prestige qu ‘il avait dans la 
période victorienne, méme bien 
vi mort de Sir N Ninian o 


| aspirations et dépassé les espoirs, 
‘es citoyens d’une grande cité 


étre plus « pratique » fut presque 


sième, l’église catholique de Liver- 


e un dernier et pàle. refleto du 


pont ne rien dire ci 


“d’un faible prestige professionnel, 


des firmes qui sont en fait bien 
anonymes, comparables à ces gros 
constructeuts de eratte- ciel de 
New York comme  Emery Roth 
ou Sylvan Brien. Toutefois, tout 
d’abord, ceux que l’on peut appeler 
des « atchitectes » ont aussi eu 
leur part dans l’édification des 
gratte-ciel londoniens, parfois uni- 
quement comme conseils, tels Gro- 
pius et Belluschi qui furent appe- 
lés sans doute un peu_tard pour 
donner un peu de respectabilité 
au Pan American Building à New 
York, parfois avec une pleine res- 
ponsabilité. A la vérité, si Sir 
Howard Robertson, un ‘ancien 
Président de l’Institut Royal des 
Architectes Anglais peut étre con- 
sidéré comme ‘avant une réputa- 
tion d’architecte, c'est à l’un d’eux 
que doit revenir le discrédit — à 
partages en toute justice avec le 
London County Council qui était 
lui aussi propriétaire du terrain et 
son voisin de porte — pour la cons- 
truction du plus vilain gratte-ciel 
de Londres, le Shell Building sur 
le quai Sud, lequel s’élève sur une 
partie d’un vaste espace libre assez 
grand pour répondre à des édifices 
publics, dans la ligne du Festival 
Hall, qu'on s’attendait è y voir 
réaliser. 

Aussi n’est-il pas du tout surpre- 
nant que des deux premiers gratte- 
ciel qui se soient éleves a Londres, 
le premier, Castrol House, une imi- 
tation très servile de la Lever 
House à New York, ait eu Sir 
Hugh Casson comme conseil, tan- 
dis que l’autre, Thorn House 
ait été l’oeuvre de Spence. L’un et 
l’autre ont eu plutòt bonne pisa 
en Angleterre, mei n 
ment qu’ils ne le enient si TI 


‘considère les gratte-ciel contem- 


porains d’Allemagne et d’Italie, 


le PAmé 


cupe qu’une beaucoup plus petite 
portion de son emplacement, com- 
me Lever House et de toute: fa- 
con il y a une très large artère dans 
son voisinage immédiat. 

Thorn House est un produit inat- 
tendu du bureau de dessin de Sir 
Basil. A la différence de la Cathé- 
drale, il n’offre aucun «effet ex- 
citant » encore que sa hauteur puis- 
se étre considérée comme saisis- 
sante et le fut certainement au mo- 
ment où il s’éleva tout d’abord; 
enfin la surface de la petite place 
sur laquelle il s’élève, est agrandie 
par le fait que le bàtiment est sup- 
porté sur de hauts pilotis et l’effet 
ici encore peut étre considéré 
comme saisissant. Mais dans l’en- 
semble il est très fruste et mème 
grossier dans ses détails et la colo- 
ration, ses pans préfabriqués, de 
couleur sombre sur les bases mas- 
sives, ses tympans d’un vert som- 
bre et l’inscription lourde du mot 
« Thorn » près du sommet. Mais 
en vérité plutòt un bloc dans le 
style de Le Corbusier que dans 
celui de Mies, fortement ori ” 
comme le ministère de PE, 
tion à Rio de Janeiro et le Se 
tariat de VPONU à New Yor 
Ceci, ajouté à la sévérité du 


que la Cathédral n°a pas s 

dans un pays où dans les a 
1950 on a inventé le 
Oa » oe 2 mo: 


pia et a. nt CA; 
les A Fo sout 


lee: 


«esthétiques qu’ils suscitent dans 
les villes, de trouver parmi les 
nouvelles tours qui se sont élevées 
dernièrement en dépit de la désap- 
probation officielle de ce corps 
consultatif distingué, deux édifices 
des plus intéressants: New Zea- 
land House, de Sir Robert Mat- 
tew et Johnson Marshall, dont 
nous avons déjà parlé ici alors 
qu’il était encore en couts de cons- 
truction, et qui est maintenant 
achevé; et l’hbòtel Hilton de Sid- 
ney Kaye de la société Salomon, 
Kaye & Partners. L’objection que 
l’on peut faire è la New Zeeland 
House est sans aucun doute son 
emplacement parmi des immeubles 
ayant la hauteur conventionnelle 
de cinq étages, à l’angle du Hay- 
market et de Pall Mall dans une 
zone très représentative de Lon- 
disCarilVest certain que cette 
tour vitrée, par l’élégance de ses 
proportions, la finesse de ses ma- 
tériaux et la qualité de son fini, 
est en elle-méme l’un des plus 
beaux immeubles londoniens de 
l’après-guerre, et que seul peut 
rivaliser avec elle le bloc relative- 
ment peu important d’apparte- 
ments de luxe sut la place St. 
James. Des raisons urbanistiques 
plutòt que l’insistance de l’actuel 
County Council sont certainement 
déterminé la construction d’une 
plate-forme plus épaisse, de la 
méme hauteur que les éléments 
voisins, et alignée sur le trottoir 
cxistant; (etic'est ce' qui gate: les 
mérites sus-mentionnés. Le résul- 
tat c'est que l’immeuble gagne à 
étre vu de quelque distance, com- 
me c'est le cas de la plupart des 
gratte-ciel: en l’occurrence il vaut 
mieux le voir de Trafalgar Squa- 
re, en regardant le long de Pall 
Mall Fast ou de Cockspur Street. 
Si l'on admet que les gratte-ciel 
doivent ètre juges partiellement en 
fonction des données urbaines exis- 
tantes — et en particulier de ces 
monumentaux ensembles qui vrai- 
sembleblement ne seront jamais 
complètement reconstruits  com- 
me Trafalgar Square — il est cer- 
tain que Thorn House parait bi- 
zarte, vu d’une certaine distance 
et surtout du Square, tandis que 
New Zealand House est une réus- 
site visuelle. 


Quant è l’hétel Hilton, lui aussi 
à peine achevé, sur un emplace- 
ment voisin de Hyde Park, dans 
Park Lane, une grande artère déjà 
encombtée de deux massifs hò- 
tels.d’avant-guerre, Grosvenor 
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house et le Dorchestet, il semble 
que la critique utbanistique de- 
vrait étre désarmée par l’aspect 
découvert du terrain; mais les An- 
glais se sont toujours plus à pen- 
ser au parc du Grand Londres com- 
me à un morceau du rus 2 urbe; 
en conséquence chaque fois que 
une construction dépasse le niveau 
des arbres, méme sur le pourtour 
du parc, ils se fàchent. Dans sa 
forme actuelle cet immeuble, le 
second de Londres pour la haureur, 
je crois, est très discutable. Il n°a 
rien de la sévérité de Thorn Hou- 
se et pas davantage de l’élégance 
de New Zealand House. Mais on 
concédera que le désir d’en finit 
avec le bloc massif rectangulaire, 
désir qui a conduit à des gratte- 
ciel d’une nouvelle forme d’ail- 
leurs variée sur le Continent, com- 
me la Torre Velasca et la Torre 
Pirelli à Milan et le modèle è trois 
blocs de Thyssen Haus à Dussel- 
dorf qui a eu beaucoup de succès, 
est en principe légitime. La multi 
plication des blocs massifs conduit 
à une monotonie mortelle, surtout 
s’ils sont tapissés de réclames com- 
me on voit dans plusieurs villes 
américaines. Le plan faconné adop- 
té ici, a l’avantage de réduire la 
masse de la tour quand on la re- 
garde de l’un des trois angles — 
dont l’un est plus important, na- 
turellement; c'est celui qui regar- 
de vers Park Lane et Hyde Park. 


Mais certains peuvent regretter à 
Hilton une recherche plutòt vul- 
gaire et superficielle pour les ef- 
fets dans la fagon variée dont les 
larges murs de còté des trois ailes 
et l’extrémité étroite sur la face 
qui donne sur Park Lane sont trai- 
tés. Du còté de Park Lane toute- 
fois, il semble, è moi du moins, 
que les généreux balcons arrondis, 
s'ils ne conviennent pas tout à 
fait et s’ils sont moins architectu- 
raux dans leur conception que ceux 
du Caribe Hilton è Puerto Rico 
et ceux de l’Istambul Hilton en 
Turquie, ont l’avantage d’offrir une 
jolie vue sur le parc et ne doivent 
donc pas étre considérés unique- 
ment comme de vulgaires échos 
des balcons que l’on peut voir aux 
plus anciennes maisons de Park 
Lane. Mais les longues bandes 
blanches entre les fenètres sur les 
cÒtés, qui sont sans nul doute, à 
la manière de Sullivan, un rappel 
des grandes lignes verticales de la 
structure interne, sont difficilement 
justifiables quand elles deviennent 
les supports indépendants des ter- 


rasses du dernier étage, tandis que 
les petits balconnets aux angles in- 
térieurs de l’Y et les rainures ver- 
ticales du sommet d’un seul tenant, 
tendent è réduire è néant par leur 
échelle insignifiante, la puissance 
possible de la tour, très plastique 
dans son dessin d’ensemble, mais 
qui aurait dà recevoir un traite- 
ment plus sévère. Casson fut ap- 
pelé comme conseil à Hilton, mais 
seulement pour les grands inté- 
rieurs non encore achevés. 


Avant d’abandonner le sujet des 
gratte-ciel anglais, il faut ajouter 
une autre réalisation: la paire de la 
Cooperative Wholesale Insurance 
Company, à Manchester, dont le 
deuxième élément, plus petit est 
en cours d’achèvement. Le pre- 
mier et plus important des deux, 
est le plus haut de toutes les Iles 
Britanniques; ce qui n’est pas un 
mérite en soi. Mais le fait qu’ils 
ont été concus tous les deux en- 
semble sur des emplacements con- 
tigus, avec une salle de concert 
plus basse entre les deux, est un 
mérite que n’ont pas les exemples 
mentionnés plus haut. Enfin les 
projets  Barbican et Paternoster 
dans la City de Londres vont oftrit 
une conception assez vaste de tours 
constituant des ensembles et ayant 
une portée urbanistique. et une 
signification importantes. Mais le 
projet relativement considérable 
de Manchester, a des mérités sur- 
tout dans le dessin des structures 
individuelles, mérite que un projet 
grossièrement commercial comme 
celui que l’on est en train d’achevet 
pour la Stag Browery après de la 
gare Victoria à Londres, n’a abso- 
lument pas. Bien que la tour assez 
elevée souffre quelque peu de l’im- 
portance du large et haut « po- 
dium » sur les còtés et derrière, 
le bloc principal, bien placé loin 
de la rue, s’élèéve tout droit et il 
est habillé du plus beau coffrage 
peut-étre, qui ait jamais été réa- 
lisé jusqu’au jour. Ici, plus qu’à 
Londres, on constate un bon peu 
de cette mùre compétence dont 
font preuve les Etats-Unis et, de 
nos jours, l’Allemagne, dans la 
construction des immeubles ad- 
ministratifs. Il est probable que 
l’on doit en étre redevable è la 
firme nationale de Sir John Burnet, 
Tate & Partners, et spécialement 
à Gordon qui était associé, plu- 
tòt qu’à l’architecte local de Man- 
chestet; «G.S 45: 

Fn continuant l’histoire des grat- 
te-ciel Anglais, commencée avec 


È: 


Torn House de Spence — et nous' 


n’avons méme pas effleuré de trés 
nombreuses réalisations bonnes et 
mauvaises, nous nous sommes fort 
éloignés de l’histoire propre de 
Spence. Il est un autre domaine où 
l’activité de Spence a été considé- 
table, c'est celui des constructions 
universitaires. Le boom anglais 
dans la construction d’immeubles 
commerciaux risque d’échappert à 
tout contròle. Les propriétaires 
n’ont pas été capapables de trou- 
ver des locataires privés pour Sta- 
te House, dont nous avons déjà 
parlé ici et ils ont loué à des or- 
ganismes gouvernementaux, ce qui 
suggère une comparaison sinistre 
avec l’Empire State Building è 
New-York qui est lui aussi resté 
longtemps vide après son achève- 
ment vers les années 1930 alors 
qu’il était le plus grand immeuble 
du monde. Toutetois il ne man- 
que pas de gens qui jugent indé- 
sirable socialement et économi- 
quement la concentration d’im- 
meubles commerciaux à Londres 
et, à l’exception des projets Ele- 
phant et Castle par Erno Goldfin- 
ger principalement, auxquel on au- 
rait pu accorder plus d’attention 
ici, si ce n’est qu’ils ne sont pas 
encore assez avancés pour étre 
clairement compréhensibles à pied 
d’oeuvre (comme c'est le cas des 
réalisations Barbarican et Pater No- 
ster dans la City), on a fait peu 
d’efforts méme à Londres pour 
susciter de nouveaux projets en 
dehors des zones centrales les plus 
congestionnés — rien de semble- 
ble à EUR en dehors de Rome ou 
de nouveau plan de Hambourg 
pour la Cité Quest. 


Le «boom » dans la construction 
universitaire d’autre part est le 
résultat du gonflement de la po- 
pulation. En outre l’arrivée de 
grande hordes d’enfants à l’àge 
universitaire ne fait que commen- 
cer et c’est déjà statitiquement un 

roblème social effravant.  Voici 
quelques chiffres empruntés à un 
journal du moment: « Il ne restait 
que 800 places dans les Université 
Anglaises l'année dernière (1962), 
alors que les chiffres ont augmenté 
de 2350 et 2360 les années précé- 
dentes. Mais les demandes d’entrée 
ont augmenté plus que jamais ». 
« Entre 1961 et 1962 les admissions 
aux Universités, y compris Oxtord 
et Cambridge, ont augmenté de 
3% ...; pendant la -méme période 
les demandes d’entrée ont aug- 
menté de 24%... Dans un do- 


maine particulier comme l’atchi- 
tecture et l’urbanisme, les deman- 
mandes ont augmenté de 75%, 
mais sur 1750 demandes l’an der- 
niet, 240 seulement ont pu ètre 
satisfaites ». 

Jusqu’ici les tentatives architectu- 
rales pour contenir ce flot montant 
ont pris deux, ou peut-ètre trois 
formes pourtait-on dire: il n°y 
a pas lieu ici de discuter les aspects 
gouvernementaux et administratifs 
du problème. Les vieilles-univer- 
sités posent des problèmes compli- 
qués parce qu’elles ne représen- 
tent pas des réalités unitaires; elles 
sont composées de groupes de 
collèges privés indépendants et el- 
les se sont contentées d’agrandit 
leurs locaux pour loger les étu- 
diants, sans toutefois aller jus- 
qu’à assurer un logement è tous 
ceux qui attendent, loin de là. 
Elles ont bàti sur des bouts et des 
morceaux de tertain parmi les vieil- 
les constructions des derniers cinq 
ou six siècles et l’on peut dire que 
leurs efforts sont pathétiques dans 
leur insuffisance statitique et gé- 
néralement pathétiques aussi les 
conditions draconiennes qui ont 
été faites aux architectes. Beaucoup 
d’architectes se sont vu offrir des 
commandes de ce genre, mais le 
prestige est tel, qu’ils ont été heu- 
reux d’accepter. 


Il n’est pas injuste de dire que la 
contribution de Spence dans ce 
domaine, un petit bloc de loge- 
ments d’étudiants à Queens Collè- 
ge à Cambrige, est son oeuvre la 
plus pauvre; pourtant les condi- 
tions de terrain étaient relative- 
ment généreuses si on les compare 
à celles auxquelles eurent à faire 
face Powell & Moya, pour ce que 
l’on a fait probablement de mieux 
en matière de menus accroisse- 
ments, à savoir les agrandissements 
de Brasenose Collège, à Oxford. 
Heureusement le succès de ce mo- 
deste travail a été généralement re- 
connu et a entrainé des commandes 
pour des agrandissements plus im- 
ortants, comme ceux de Christ 
Chutch Collège à Oxford et aussi 
St. John°s Collège à Cambridge, 
pour lesquels on a acheté un empla- 
cement assez adéquat au Merton 
Collège d’Oxford — aussi curicux 
que ce soit — qui avait la chance de 
pouvoir disposer de cet espace 
inutilisé, pour des agrandissements 
dans sa propre Université. 
Pour des collèges entiè&rement nou- 
veaux, comme la Churchill è Cam- 
bridge et le S.te Catherine à Ox- 


ford, on a trouvé des emplacements 
plus considérables; surtout è Cam- 
bridge où le terrain remarqualbe- 
ment vaste est situé en dehors de 
la zone de construction. Aucun 
des deux n’est encore achevé; aus- 
si serait-il prématuré d’avancer que 
les architectes Richard Sheppard & 
Partners à Cambridge, qui ont ga- 
gné un concouts où d’audacieux 
plans congus par de jeunes artistes 
(K.illinck & Howell et Stirling & 
Gowan) ont rempotté peut-ètre 
un succès d’estime excessif; ainsi 
que le Danois Arne Jakobsen è 
Oxford, qui est l’un des rares exem- 
ples où l’on ait fait appel à une col- 
laboration étrangère de standing 
international pour un projet im- 
portant dans l’Angleterre de l’a- 
près-guerte (le bruit qui a couru 
l’an dernier que Mies allait cons- 
truire un gratte-ciel dans la Cité 
de Londre n’a jamais été confirmé) 
ont les uns et les autres succombé 
à quelque-unes des nouvelles mo- 
des les plus lugubres de l’architec- 
ture anglaise de la moitié du siè- 
cle. Les collèges de St. Anne et de 
Anthony que Killick et Howelle 
doivent construire à Oxford ne 
sont pas encore commencés, mais 
ils exprimeront sans aucun doute 
une conception plus positive. Deux 
additions relativement importan- 
tes aux bàtiments existants de Cam- 
bridge, construites loin des mai- 
sons mères sur des emplacements 
plus vastes, l’un par David Ro- 
berts pour Clare et l’autre par Sit 
Leslie Martin pour Caius, souffrent 
moins du voisinage étouffant des 
constructions déjà existantes. Le 
premier architecte est calme et 
compétent, sans tendance forte- 
ment stylistique; le second forte- 
ment influencé par Aalto jusque 
dans l’emploi de nombreuses ban- 
des de bois naturel verni, est plus 
représentatif de l’étrange mixture 
de pauvreté et de luxe qui a long- 
temps caractérisé les collèges de 
Cambridge et d’Oxford. 


La facon dont ont été traitées les 
universités, qu’il faut distinguer 
de la construction, des collèges è 
Cambridge et à Oxford, a quelque 
chose de moins étriqué; mais les 
résultats jusqu’ici ont été infini- 
ment moins heureux. A _Cambrid- 
ge l’actuel projet de reconstruire 
l’équipement nécessaire à lex 
pansion rapide des sections scien- 
tifiques sur l’ancien emplacement 
limité, semble décidément réac- 
tionnaire. La faute naturellement, 
n’est pas à l’architecte chargé de 


l’agrandissement, Denis. Lasdun 
dont la haute tour a fait l’objet 
d’une insipide controverse; bien 
qu'elle soit la seule solution pos- 
sible, dans les conditions impo- 
sées. 

L’expansion d’autres universités 
existantes, progresse à un rhthme 
plus rapide et, en général, dans des 
| conditions d’emplacement moins 
« draconniennes. Mais, comme en 
i Amérique et sur ce point, comme 
| à Oxford et è Cambridge, l’habi- 
mueltude de confiet chaque batiment 
| séparé è un architecte différent, 
i 


en employant de fagon, plutòt 
limitée ceux qui sont actuellement 
| du corps enseignant de chaque 
«Université, n’a pas conduit è beau- 
i coup d’ homogénéité. Le Bàtiment 
des Sciences de Spence a Liver- 
pool, un grand bloc administratif 
vitré avec des laboratoires sépa- 
rés s’étendant des deux còtés d’une 
aile basse en saillie, est certaine- 
ment l’un des plus heureux. On 
peut le comparer sans crainte avec 
les laboratoires, toujours en expan- 
| sion, construits par van den Broek 
et Bakema è l’Université Techni- 
que de Delft; mais la qualité infé- 
| rieure des matériaux et de l’exé- 
| cution, si on le compare aux nou- 
: Veaux. laboratoires BASF à Lud- 
en par Hendrich & Pet- 
, nous rappelle combien les 
industriels peuvent ètre 
’hui de plus grands et plus 
Éreux et intelligents patrons 
l’architecture que la plupart 
‘universités. 


tout le monde en est venu 
onnaitre e ca i Do 


s— et Sh tout di no — ne 
rent étre satisfaits simplement 
l’expansion des, universités 
tes et par le progrès acadé- 


e soa asti tions a 


et le travail des Serna des atr- 
chitectes. 
C'est dans ce domaine que Sir Ba- 


sil Spence a eu peut-étre ses meil- 


leurs occasions. L’Université de 
Southampton n°est pas en fait une 
institution entièrement nouvelle. 
Mais la proportion de bàtiments 
existants (cernés en noir dans la fi- 
gure 19) par rapport à ceux dont 
on a chargé Sir Basil (ceuxe en 
noir déjà Consi ou en cours de 
construction) montre (comme le 
fait la vue à vol d’oiseau fig. 21) 
combien l'ensemble des bàtiments 
répondra complètement à son pro- 
jet, à la fois en ce qui concerne les 
innombrables unités séparées et 
dans l’organisation conceptuelle et 
visuelle de l’installation totale. Les 
figures 21 et 22 font ressortir le 
udc Miesien inattendu du 
projet de Spence qui rivalise ici 
pour l’élégance de l’exécution avec 
des réalisation Miesiennes écos- 
saises, telles que le Telefis Eire 
de Michael Scott; en outre le ter- 
rain ondulé a fourni à Spence des 
possibilités scéniques que Mies 


n’avait pas sur son terrain plat de 


l’institut de Technologie de l’Ili- 
nois, à Chicago. 


Mais c’est.à Falmert, dans une ré- 
gion entre Brighton et Lewes, 
que Spence a eu le plus les mains 
libres; il y a réalisé dans les cons- 
truction achevées jusqu’ici, ce qu'il 
a fait de plus génial. L’ emplace- 
ment est une large cuvette de ter- 
re ouverte, montant à travers de 
basses collines couronnées d’ar- 
bres en arrière plan; l’ensemble 
des constructions est placé loin, 
derrière la route principale Brigh- 
ton-Lewes. On peut voir le cro- 
quis général, avec la route princi- 
pale, juste. en dehors du plan sur la 
gauche, à un stade peu avancé du 


plan, dans la figure 25, tandis que le 


caractère du site peut ètre apprécié 


dans la figure 23 qui montre le 


Collège House (le qua 


haut à gauche di i 


est. RA, p 
Sussex est e 


o d’un rouge-ro ca 
i ea au lieu ce Co 


cies », que pe 3 architectes 
plus jeunes et plus doctrinaires 
dans leurs constructions universi 
taires et institutionnelles; utilisant. 
aussi un béton brut pas assez gros- 
sier pour ne permettre qu’un tra- i 
vail de mauvaise qualité comme à 
La Tourelle, mais montrant la con- 
texture des planches du coffrage. 
une contexture qui s'harmonise re- 
marquablement avec celle de 
brique. On peut trouver à rec 
à la peinture blanche des cadres 
fenétres, surtout là où ils s 
épais; mais c’est un point Sec 
daire et plus tard on peut les ri 
peindre en un gris moins grin- 
cant. Ce que l’on remarque d 
cette méme structure qua 
laire en construction après les coi 
leurs plaisantes et les matières 
qu’on peut voir dans les ph 
phies des figures 24-27 de 
semble de la Collège Hous 
cialement la figure > 28—c' 
tout de DL cono e et le 
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années encore. Le fait que les étu-' 


diants attendent pour entrer è 
Université, obligera è hater le 
tythme de la construction; c'est 
encourageant en Angleterre, où la 
construction tend à aller à un rvth- 
me vraiment très lent, de constater 
qu'il y a là des hommes qui accep- 
tent de faire des heures supplémen- 
taires le dimanche pour équipper 
les laboratoires de l’aile des Scien- 
ces (fig. 30). On ne peut pas en- 
core jugér. ou apprécier l'ensemble 
de l’ouvrage dans sa totalité. Mais 
certainement le plan d’ensemble 
est acceptable dans ses rapports 
avec le site et les besoins protes- 
sionnels d’une institution sembla- 
ble à l’université de Brandeis il v a 
quelques années en Amérique, qui 
a pour objectif d’atteindre un ni- 
veau académique élevé et d’intro- 
duire aussi beaucoup de modifica- 
tion dans les habitudes universi- 
taires anglaises traditionelles. Cet- 
te oeuvre, bien plutòt que sa ca- 
thédrale trop vantée, s’annonce 
comme la plus belle réalisation de 
Sir Basil. 


Si l’on s’écarte du domaine monu- 
mental et représentatif, il n°v a pas 
grand chose à dire au sujet des 
commandes plus strictement tech- 
niques de Spence. Il a été architecte 
conseil dans la centrale électrique 
nucléaire de Trawsfynydd (fig. 34); 
c'est l’une des ces centrales com- 
mandées par le Central Electricity 
Generating Board, qui ont fait 
l’objet d’une exposition cet hiver 
sous le titre « Les architectes de 
l’électricité », à l’Institut Roval des 
Architectes Anglais, pour illustrer 
le soin et le souci professionnel 
qu’apportent non seulement les 
architectes du bàtiment mais les 
architectes du pavsage à ces gigan- 
tesques intrusions de l'homme, 
impardonnables pour certains cri- 
tiques anglais, dans le paysage an- 
glais. Un étranger pensant è la 
grandeur de l’immense Butte dans 
le Montana, une cheminée de fon- 
derie de cuivre contre les Rocky 
Mountains, peut à bon droit faire 
le rapprochement avec une simi- 
laite confrontation ici entre le 
vaste objectif industriel et le cadre 
montagneux. Toutefois, après un 
siècle les canaux et les ponts de che- 
min de fer sont devenus partie in- 
tégrante du paysage anglais et l'on 
peut prévoir que les Anglais accep- 
teront de méme les tours de réfti- 
gération en forme de diabolo qui 
sont les éléments les plus voyants 
de leurs installations électriques à 


charbon. Sans doute l’avenir verra 
davantage d’installations  sembla- 
bles à celles de Sir Basil; mais il est 
peut ètre intéressant, en contraste, 
de donner un exemple anglais plus 
caractéristique, celui de High Mar- 
han dont les architectes sont Clif- 
ford Tee & Gale; et les architec- 
tes du pavsage, L. White et Derek 
Lovejoy; là on peut apprécier le 
joli effet d’un groupe de ces élé- 
ments en contraste avec le plan 
rectangulaire et les hautes et fines 
cheminées de l’actuelle installation 
électrique dans un paysage anglais 
sans trait marqué, mais assez carac- 
téristique (fig. 32). 
Bien qu’on ait parlé communément 
dès après la guerre, il y a près de 
vingt ans, de préfabrication et au- 
tres méthodes d’industrialisation 
du bàtiment, on n’à fait que très 
tard quelque chose de sérieux è 
ce sujet. Sur ce point, il est un peu 
étonnant de trouver Sir Basil com- 
me pionnier véritable — en Angle- 
terre en tout cas. Pour ses blocs 
d’habitation dans le cadre du pro- 
jet de déplacement de la Glascow 
City Corporation dans les bas-quat- 
tiers Gorbals, Spence, en collabo- 
ration avec le distingué ingénieur 
d’origine danoise Ore Arop (sans 
qui il semble que rien d’important 
ne puisse avancer en Grande Bre- 
tagne) a employé avec succès des 
méthodes déjà utilisées en Europe 
et méme dans la conservatrice 
France, pour les immeubles d’habi- 
tation. A l’intérieur du chassis 
de béton bàti sur place — ici plu- 
tòt théatral avec ses éléments ver- 
ticaux recoutbés et effilés — on a 
placé les còtés entiers de chaque 
appartement qui a été préfabri- 
qué — dans ce cas à quelque di- 
stance d’Edimbourg — et apporté 
sur les lieux en camions. Le Lon- 
don County Council vient juste 
d’annoncer son intention d’em- 
ployer une methode semblable 
our un immeuble d’habitation en 
dehors de Londres è Woolwich. 
La figure 33 montre un bloc d’ha- 
bitations de Spence en construc- 
tion, avec deux grand apparte- 
ments complets avec les fenétres, 
déjà installés. 
Dans le journal Guardian de ce ma- 
tin un ingénieur Anglais et un éco- 
nomiste Anglais écrivent de New 
York, et expriment leur humeur 
chagrinée au sujet de leur patrie 
qui semble surmonter un hiver 
dont le temps fut désastreux, mais 
non à ce qu'il semble, d’autres dif- 
ficultés économiques et sociales: 


«Une douce passivité paranoia- 
que prévaut, écrivent-ils, et. elle 
ne saurait étre troublée que pat 
de pures catastrophes ». Ce très 
bref tableau de l’architecture an- 
glaise actuelle, centré sur l’oeuvre 
de Spence qui représente peut-ètre 
plus qu’aucun autre architecte pris 
isolément, ce qu’on appelle ac- 
tuellement « L’Eglise établie » — 4 
savoir les pouvoirs de toutes sot- 
tes, politique, économique, non 
moins que culturel, qui dominent 
l’Angleterre contemporaine, com- 
me l’a toujours fait ouvertement 
ou non, un groupe, depuis l’Eglise 
catholique médiévale jusqu’à l’ac- 
tuelle « église » marxiste dans les 
pays communistes — peut mon- 
trer qu’en architecture du moins, 
tout le monde n’est pas passif ni 
paranoiaque, doucement ou autre- 
ment; en fait une action positive a 
été tout à fait possible sur beau- 
coup de fronts, depuis la construc- 
tion de cathédrales jusqu’à l’instal- 
lation de centrales electriques nu- 
cléaires, bien avant qu’aucune pu- 
re catastrophe ne se produise. 
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